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Abstract
BEYOND CHINGONES AND CHINGADOS:
PERFORMING MASCULINITIES IN CONTEMPORARY MEXICAN THEATRE
By
Zaida Godoy Navarro

Adviser: Oswaldo Zavala

The present investigation focuses on how masculinities are conformed and represented in
the plays of two generations of Mexican playwrights, the New Dramatists of Mexico and the
younger Sixth Generation in an attempt to reflect upon recent conceptualizations of gender as
well as contemporary changes in society mainly due to globalization and the impact of feminism
and gay movements. The limited literature focused on Mexican masculinities has overlooked the
importance of theatre as a privileged and productive setting for the study of gender. Another
common factor in studies dedicated to the representation of Mexican men in literature is the
focus on the homosexual man. Without ignoring his appearance in the selected plays, I intend to
fulfill this critical lacuna by examining heterosexual masculinities that have a problematic
correspondence with the normative conventions and gender ideologies of society. In particular, I
will analyze the complexities and limitations of the basic dichotomy between chingones and
chingados envisioned by Octavio Paz’s seminal essay The Labyrinth of Solitude (1950) that has a
dominant influence in Mexico’s cultural production across the second half of the twentieth
century. Instead of Paz’s binary, non-essentialist terms such as hegemonic, non-hegemonic,
supportive, or marginal masculinities will lead our discussion, but always keeping in mind the
relational and always changing nature of masculinities performances. This characteristic nature
iv

of gender guarantees the future occurrence of a different masculinity, one that even if only barely
delineated by the end of this dissertation, will not base its existence on the subordination of
others.
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Introduction

The present investigation focuses on contemporary Mexican theatre and how
masculinities are conformed in the plays of authors of the group known as Nueva Dramaturgia
Mexicana as well as a selection of works by authors of a younger generation who have been
publishing and staging them since the beginning of the new millennium. As studied by gender
theory, men and women continuously act their roles according to male and female gender social
conventions. Due to this inherent performative quality, I contend that theatre stands out as a
privileged and productive setting for the study of gender. The performance of the plays selected
(and in some cases the rehearsal processes) displays for us how gender parameters are aspired to,
learned, embodied, complied with, and —even if minimally— contested. Being a social aspect
relevant to every member of society, gender and its enactment on stage have to be considered in
relation to audience response, the success of a play, and particularly, the reviews. Gender —like
other categories of identity formation such as race, class, nationality, religion, etc.— regulates
society, determining relations of power and conforming to a hierarchy according to patriarchal
standards. In the same way that democracy and social reforms aim at equality among all
individuals, theorists such as Tim Carrigan, Raewyn Connell, and John Lee advocate
transformations towards a kind of masculinity that will not privilege men over women, nor men
over other men.1 In recent decades, Mexican theatre denounces social injustice against women
and portrays alternative femininities to the traditional submissive mother, virgin or lover who
influence and impact their male partners in the plays to be discussed here. In particular, I will
1

This is my interpretation of Carrigan, Connell and Lee’s approach to masculinities from “an effective
political practice” (596) and their insistence on change. As a matter of fact, these authors emphasize how
the “male role” literature of the 1970s already aimed at changes even if it remained unclear then how to
make such changes a reality.
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analyze how a binary logic of hegemonic versus non-hegemonic masculinities is negotiated
between male characters from various class positions within multiple social dynamics.2
Masculinities on the contemporary stage are thus no longer limited by the basic dichotomy
between chingones and chingados envisioned by Octavio Paz’s seminal essay El laberinto de la
soledad (1950), a text that has a dominant influence in Mexico’s cultural production across the
second half of the twentieth century. And even when such archetypical masculinities are
represented, as I will discuss in what follows, the dénouement of the play forces the spectator to
a critical reflection upon the problematic gender ideologies inherited from generation to
generation and the specific power relationships that they produce.
“Nueva Dramaturgia Mexicana” refers to a group of writers mainly publishing in the
1970s, who also built “a logical bridge into the 1980s” (Nigro 216). Its name, “an editorial
coincidence” (Leñero, Introducción 9), comes from the title of a series of books featuring many
of the group’s plays, later used for a cycle of dramatized readings of those works. The writers
themselves are quite different one from another, but author Vicente Leñero (1933) identifies an
unconscious postmodernism as a common characteristic among them (10). Another common
factor is that most of the playwrights participated in dramatic workshops. Although Leñero is not
a generational member, he is nevertheless associated with the group because he led some of their
workshops and maintained close ties to all the group’s writers. Two members studied here are
Víctor Hugo Rascón Banda (1948-2008) and Jesús González Dávila (1942-2000), who are
considered by many the group’s most important representatives after Sabina Berman (1955),

2

I will later discuss in detail the notion of hegemonic versus non-hegemonic masculinities, as proposed
by Carrigan, Connell and Lee. According to Connell, the term was first used in a report about secondary
schools in Australia which produced the book Making the Difference: Schools, Families and Social
Division, in collaboration with Dean Ashende, Sandra Kessler, and Gary Dowsett (See the section
“Masculinities” in Connell’s Home page.)
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who has achieved more success than any other writer from the Nueva Dramaturgia.3 Generations
are always very difficult to define and even identify. However, Ronald D. Burgess’s study The
New Dramatists of Mexico, 1967-1985 (1991) gives the group its status from an academic point
of view. It is more difficult to talk about more recent generations in terms of identified groups,
since little scholarly work has been dedicated to studying young writers. Nevertheless, the
theatre critic Fernando de Ita has identified them as “the Sixth Generation,” counting from
Rodolfo Usigli’s (“Exordio para renovarse o morir. La sexta generación” 8). A quick look at
recent entertainment guides in Mexico usually shows some of their plays, often reviewed by
important theatre magazines such as Paso de Gato or the cultural sections of newspapers and
magazines such as La Jornada and Proceso. Scholarly work about them is limited to articles and
the introductions to the publication of their plays. Very often, they are published in anthologies
with the occasion of a prize, which helps us to see them as a generation.4 Their presence in
Mexican culture can also be corroborated by their frequent collaborations in some of the
aforementioned magazines and newspapers as well as by the writing of widely read blogs, in
addition to their participation in multiple theatre-oriented activities. They are also known abroad:
most of them are invited to write for foreign productions and to have their plays performed in the
U.S., France, and England. From these younger generational playwrights and writers, I will
analyze one play by each of the following authors: Noé Morales Muñoz (1977), Édgar Chías
(1973), Alejandro Román Bahena5 (1975) and Luis Enrique Gutiérrez Ortiz Monasterio (1968),
also known as LEGOM. One or two plays from each generation will be brought together in each
3

The very members of the group agree that she is the most talented among them (Ita, “Las plumas del
gallinero mexicano” 23).
4
See for example Edgar Chías, Luis Enrique Gutiérrez Ortiz Monasterio, and Alejandro Román’s plays in
the bibliography.
5
Although Román Bahena are his two last names, he is better known simply as Alejandro Román and,
consequently, from now on I will refer to him like that.
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one of the following chapters, so that some points of similarity and difference can be stated
between both the Nueva Dramaturgia and the younger group of writers.
As it is evident, all the dramatists considered for this study are male. Drawing from
Pease’s theories, I will focus on men’s “subjectivities” and “practices” (1) in the plays selected
and, at the same time, I will support a feminist stance. In order to continue fighting for gender
equality, not only women and their subordinate position must be taken into account, but also men
and how gender determines their behavior as much as that of women. The different definitions
considered in this study for “masculinity” respond to a performatic conception of the term. That
is to say, although aspiring to some preconceived model, a man’s masculinity is never fixed or
complete. One of the major contributions of masculinities studies is precisely in its naming of the
discipline, as the focus of study here cannot be taken in the singular. An account of masculinities
and its plurality will necessarily take into consideration factors such as class, economic status,
race, origin, and geography. Moreover, these factors will not be stable themselves and thus
masculinities have to be reckoned as historical. In addition to fully develop these and other
theoretical conceptions for the project proposed, Chapter One argues that gender historicity is a
key aspect to Mexico’s cultural productions and, in particular, to its theatre. A historical incident
and the examination of a related play will be offered as a starting point for the analysis to follow.
The historical incident concerns the “literary” debates of the 1920s about the national literature
to be representative of Mexico’s hegemonic cultural productions. At the same time, however, it
discredited a group of writers, the Contemporáneos, among other things, because of the lack of
“virility” that they exhibited, according to its critics. Finally, I will introduce a gender
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interpretation of Rodolfo Usigli’s El gesticulador (1937)6 in order to set up the modus operandi
for the later deconstruction of the terms chingón/chingado in relation to the plays chosen for this
study.
In the corpus considered here, I will approach the structuring of masculinities from two
main perspectives. First, men are men because of their physical bodies and aspects. The power of
gender resides in the fact that we internalize its dividing principles. An overall goal of this
research is to give visibility to men as gendered beings. Men are gendered like women are; but
also, there are men in more powerful positions than others, and all of them are equally
determined by gender parameters, even those performing a hegemonic masculinity.
Consequently, the football player in Noé Morales Muñoz’s Hítler en el corazón (2010) and the
wrestler in Víctor Hugo Rascón Banda’s Máscara vs. Cabellera (1985) will be studied in
Chapter Two precisely because of the hegemonic masculinities that they embody. Social
conventions mandate that these men display their bodies as if on constant exhibition. In fact,
these men never escape the object position in which the performing practice of their
masculinities has enclosed them. Second, following Simone de Beauvoir’s relocation of women
as a social construct operating principally as “the other” of men, I propose to look at men also as
an identity based on their constant contrast with their “other.” That is, as men attempt to define
themselves as embodiments of hegemonic masculinities, they contrast themselves through
dynamics of power producing undervalued and subaltern gender subjectivities. With my use of
the plural when referring to men and their masculinities, I seek to articulate a deconstructive
analytic of gender multiplicity. Following Bob Pease as he highlights the danger that plurality
might entail for the denunciation of men’s power over women, I will create a subdivision when
6

It was published in the literary magazine El hijo pródigo, directed by Xavier Villaurrutia.
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analyzing men’s “other”.7 As a consequence, in addition to looking into the male characters in
relation to the women in their lives, I will consider as well their relation to other more or less
powerful men.
Psychoanalysis explains how, at an early age, men learn to reject their feminine side,
reproducing certain dominant social trends and affecting their relationship with the opposite sex.
Consequently, most of the men analyzed on stage belittle their partners by means of verbal
and/or physical violence. In particular, Leopoldo, from Jesús González Dávila’s El jardín de las
delicias (1984) and Iván, from Alejandro Román’s La rata bastarda amarilla (2005), insult,
physically abuse and, finally, murder their female companions. Even if extreme examples of
women’s mistreatment, these plays serve as a reminder of how domestic violence and the
murdering of women continue being a social problem that needs to be confronted. On the other
hand, the women portrayed in these plays do not adhere to traditional preconceived submissive
roles, inflicting unexpected repercussions in the masculinities that these men are trying to act out.
Leopoldo’s girlfriend, Luisa, and the woman “casually”8 encountered by Iván, Diana, are women
who make their own decisions, insult and hit back when they can, and enjoy certain financial
independence. Being non-hegemonic masculinities, González Dávila’s and Román’s male
characters need of the women in their lives in order to compensate their subordinate positions.
Seduction and sexual advances are their main strategies and, when these fail, they recur to

7

Bob Pease, as a profeminist, recognizes “the danger of multiple masculinities” because they could
become “a new means of ignoring women” (31). However, decanting himself for a postmodern approach
to the study of men, he intends to avoid such danger by not “losing sight of patriarchy” (31). The
undertaken double theorization of men as opposed to women and as opposed to other men is actually
taken from Harry Brod’s “Some Thoughts on Some Histories of Some Masculinities: Jews and Other
Others.”
8
In the analysis of the play, we will contemplate the possibility of Iván and Diana’s meeting not being a
coincidence.
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violence. This violence, nevertheless, is conceptualized differently by both authors, or as the
overall contrast of the two generations’ plays will show, by both groups of dramatists.
To the denial of men’s feminine side present in their childhood must be added the
absence of the father as most of the plays illustrate. In other cases, there is a deliberate but tense
distancing from the father, in order for the son to create his own space as a man and settle with
his own family. This is probably Leopoldo’s intention when he plans to live with Luisa in
another town away from his family and, in particular, his father, of whom he is terrified. Rudy,
one of the two protagonists of Luis Enrique Gutiérrez Ortiz Monasterio’s Edi & Rudy (2006),
also opts for some distance from his father, at least for a while. But the scarcity of labor
opportunities forces him to recur to his father in order to find a job. Ultimately, this creates a
father-son competition for economic advantage as well as rivalry for the same woman. The lack
of further references to father figures seems to reinforce Pease’s belief that the connection with
the father is not as important as many studies have attempted to prove, in order for the son to
acquire his masculinity (56). This does not mean that men do not need of other men in order to
construct their masculinities. Exploring the opposite, Chapter Four focuses on men’s relation
with other men.
While wives and girlfriends are rarely the object of true affection in these plays, men
seem to need a best friend. If Chapter Three studies the relationships between men and their
female other, that is to say, their partners, in the first half of Chapter Four we will see how the
figure of the best friend becomes a counterpart with whom the rules of men’s normative behavior
are discussed and re-asserted. Without any real action seen on stage, LEGOM’s play Edi & Rudy
consists exclusively of the conversation between the two best friends who give its title to the
play. Román and Rene’s friendship goes back to their childhood and is also at the core of Rascón
7

Banda’s La daga (1981). Comradeship and loyalty are as essential to define their masculinities
as practices of mysoginy and homophobia. The small homosocial world encompassed by their
friendship reassures them against their marginality due to their economic situation, geographic
location, or place of origin. The gendered axioms with which they discredit those out of their
friendship help them justify their need for a friend “other.” The tension between this need and
the rules to which they want to conform to is symbolized by the distressful endings of the plays
for each pair of friends, unequally concerning one more than the other. However, as I seek to
demonstrate, the chingón/chingado axis does not accurately explain the men’s relationship and
even less its probable dissolution. Looking at these men’s friendship from the point of view of
gender, on the other hand, allows for a better understanding of the mechanics determining their
behavior.
René and Román’s friendship is particularly complicated as it includes a clandestine
sexual affair between the two men. Homosexuality and bisexuality are not to be ignored in this
study, since our goal is to encompass a broad variety of masculinities. In La rata bastarda
amarilla, Iván is also bisexual, as he kept sexual relations with Diana’s husband and brother.
Moreover, homosexuality and, in particular, homophobia were important aspects in the national
debates about a “virile” literature, as I discuss in Chapter One. On the other hand, homosexual
men are not the main and only focus in the present investigation, in contrast with other studies
that also wish to deconstruct heteronormative masculinities prevailing in Mexico. I believe that
the subordinate subjects, women and non-heterosexual men, cannot lose their place in gender
studies, but attention must be paid as well to the other side of the equation: the heterosexual man
who, like any other, is also gendered. Furthermore, as in the case of violence, non-normative
sexual orientation is treated differently by both generations of writers. While for González
8

Dávila and Rascón Banda a violent act and homosexuality are the fatidic dénoument of the play
or the cause for it, for the younger generation these are integral elements in the reality of their
characters.
Finally, the second part of Chapter Four concentrates on lonely men without real friends,
but who still require another man against whom to define their manliness. The schizophrenic
Ulises from Edgar Chías’ Telefonemas (2003) imagines another man or second personality who
provokes him into action. To a certain extent, this produces in him a sense of liberation from the
daily constraints of a morally conducted and bourgeois life. However, most of the time his
Machiavellian personality takes over and he vaguely remembers short episodes of his actions, as
if they were a dream, leading him, at the end of the play, to apparently lose control of his life.
Tangible enemies are Polo and Ross in González Dávila’s Las perlas de la virgen (1993). In fact,
their enmity is the only certain thing that the play provides in the construction of the characters’
identities and, more importantly, masculinities. In contrast with the hegemonic masculinity
performed by Ulises (at the beginning at least), these marginal masculinities reaffirm each other
by constantly searching for their enemy in order to kill him. Their marginality is mainly
determined by the fact that they live in the arid region of the north of the country, known for the
proliferation of illegal activities, not just of the kind exemplified by Edi and Rudy who also live
near the border with the US, but also trafficking of drugs or people. The government’s inability
to provide better living conditions and job opportunities is replaced by powerful gangs
controlling the territory. The consideration of plays with plots taking place away from the capital
reflects the later tendency in Mexican drama production to include other areas of the country.
As suggested above, the male protagonists to be analyzed will not illustrate new forms of
masculinities, fully aware and in support of women and gay’s rights. Non-heteronormative but
9

still hegemonic masculinities like Román’s will exemplify that having a sexual preference for
men instead of for women does not mean that a man is willing to yield his power. As a matter of
fact, it is almost impossible to foresee men willing to hand over the power that patriarchy has
always granted them. The intention of this study is to lay out representations of men’s
masculinities occurring after the movements for gender equality, taking into account the
theoretical advances of gender studies. Instead of limiting men’s possibilities to that duality of
the chingón or the chingado, masculinities will be seen in its multiplicity, considering all the
factors differentiating them, and within a history of power dynamics. This history proves that
contestation and change is possible. In an intellectual tradition where much attention has been
given to what it means to be a Mexican, it is time to do so acknowledging that that Mexican is a
man. Being a man, however, is not a given, but an exercise which, like critical theory, can be full
of erring rehearsals, and yet it must be continued.

10

Chapter One
Gender Studies and Mexican Drama in Historical Context
A key point of departure is to clarify that the subject of the present study is masculinities
and not machismo. Rafael Ramírez and Rosa Casper have already pointed out the tendency to
use the term machismo when talking about Latin American countries whereas “masculinity”
seems to define masculine behavior in other societies (4). In the discussion and analysis of many
Mexican plays, the word “machismo” appears quite frequently.9 It is mostly used as an
equivalent to sexism in those societies highly regulated by a traditional patriarchal ideology.
Anyone taking a feminist stance presents the terms as a malady to be denounced and rejected.
However, in contrast with “masculinity,” machismo does not take power into consideration
(Ramírez and Casper 4) and the first studies about it have “ethnocentric and class natures” (7).
“The historical construction of masculinity and femininity is also struggle for the control and
direction of state power” (Carrigan et al. 589), and so, power relations are, as it will be seen, the
structural core of this research, as Chapters Three and Four correspond to the juncture between
man and his other in gender terms. As for the ethnocentric aspect of machismo, I will not only
refute the use of the term (especially when coming from a U.S. scholar), but I will also explain
the cultural axioms determining the man’s behavior. The particularity and complexity of the
historic relationship between Mexico and the US is essential for the Mexican man in terms of
identity and, more importantly, of gender definitions. By using U.S. scholars in this research, I
do not intend an explanation reproducing stereotypes about Mexico (which also result from
Mexican studies, despite efforts to be otherwise, as we will see, for example, analyzing certain
works by Octavio Paz and Samuel Ramos). Power dynamics between both countries will rather
9

In fact, the allusion to a play treating the “problem of machismo” or having a machista character has
often served me as a leading clue towards finding useful texts for this research.
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be taken into account in order to better understand some of the specific traits and reactions in the
masculinities analyzed. Masculinity studies, like machismo literature, risks falling into
generalizations and essentialisms if class, origin, economic resources, geography, etc. are not
taken into account. In order to avoid this, and in addition to considering these parameters as
gender determining factors, we will approach masculinities pertaining to different settings within
Mexican society as it was advanced in the presentation of the plays to be analyzed.
A historical review of the studies of masculinities shows how power relations have not
always been taken into consideration. Sex role theory,10 a first theoretical wave in the sociology
of masculinity taking place mainly in the 1950s, is nowadays disregarded by most masculinities
critics:
Roles are defined by expectations and norms, sex roles by expectations attaching to
biological status. There is nothing here that positively requires an analysis of power. On
the contrary there is a basic tendency in sex role theory to understand men’s and
women’s positions as complementary. (Connell, Masculinities 25)
Sex role theory leads to categorization and, consequently, to the same kind of essentialisms that
we want to avoid. Although we will strive to specify the aspects that distinguish different
masculinities, we will never talk in terms of an “X” type of masculinity. In the 1970s, feminism
rejected sex role theory as the internalization of those roles guaranteeing social stability traduced
in the subordination of women. Interestingly, the men’s liberation movement11 of the same
decade started seeing sex roles as seemingly oppressive for men. Like gender studies,

10

The key figure was Talcott Parsons and the culmination of his theory is best represented in the
collaborative volume Family, Socialization and Interaction Progress (1955). The concept of “role” was
applied to the social sciences since the 1930s as a way to link “the idea of a place in social structure with
the idea of cultural norms” (Connell, Masculinities 22).
11
Among the most important publications is Jack Nichols’ Men’s Liberation (1975).
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masculinity theory owes its existence to feminism.12 Although feminists’ interest was naturally
women, an incursion in men’s psyches and behavioral attitudes became necessary: their aim was
to explain (and criticize) how men’s subjugation of women was as a matter of fact an essential
aspect in their identity as men. On the other hand, women are not the only group to be oppressed
by men as patriarchy presupposes heterosexuality as the norm. In this sense, the gay movement,
politicized like feminism in the 1960s, is important to masculinity studies as it offers a different
model for men. The relevance of the feminist and gay movements for the study of masculinities
signals the political and activist nature of its emergence. The same can be said by the men’s
liberation movement and later responses by both anti- and pro-feminist men and their
participation in the theorizing of masculinities. In a post-feminist epoch, men must ask
themselves what is their positioning in relation to women’s liberation and gay/lesbian’s fight for
equality. Consequently, this investigation is likewise politically engaged in the disarticulation of
gender-based forms of oppression.
Nowadays, masculinity is studied all around the world and within different academic
fields. Although more masculinities critics will be introduced throughout this investigation, we
will start with the following three for their definition of “masculinities.” For anthropologists
Ramírez and Casper, masculinity is an ideology, which they understand as both the “system of
beliefs characteristic of a class or group and the general process of the production of ideas and
meanings” (26).13 Whereas Ramírez and Casper focus their research in Latin American and
Caribbean masculinities, particularly Puerto Rican, sociologist Raewyn Connell and social
worker Bob Pease work prominently with their homeland, Australia, although they are also
12

There were some studies focused on masculinity —even if conceptualized rather primitively— before
women’s liberation movement. See “The ‘Male Role’ Literature before Women’s Liberation” section in
Carrigan et al., 559-564.
13
Ramírez and Casper base this definition in Raymond Williams’ Marxism and Literature.
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interested in masculinities from a global perspective.14 Connell describes masculinities as
“configurations of practice structured by gender relations” (Masculinities 44), and so, it is not
only about identity but, specifically, about how those configurations make our characters act on
stage, influencing in most cases the way the plot develops. On the other hand, Bob Pease
considers the existence of discourses as a dimension of the real and something essential in order
to understand gender. Within those discourses, an individual man positions himself in a constant
negotiation that constitutes multiple, fragmented, and contradictory subject positions, which can
only be understood from the point of view of postmodernism (Pease 35-36). What all these
theories have in common is the emphasis on practical conventions, that is to say, on a series of
socially shared (pre)conceptions about what it means to be a man, but men must act upon them
and define their own through actions. These definitions are in line with Judith Butler’s main
contribution to gender studies when she establishes that “gender identity is a performative
accomplishment” (“Performative Acts” 271), which means that “gender is in no way a stable
identity” but “an identity instituted through a stylized repetition of acts” (270). This performatic
aspect of gender is what gives profeminist critics such as Bob Pease the possibility of supporting
women in their fight for equality, by theorizing a way to be a man which does not impose its
dominion over women. Such a theorization departs from a postmodern stance by considering
masculinities always in the plural, preventing the notion from enclosing men within an
essentialist configuration.
In order to approach this postmodern concept of plurality within masculinity, I will refer
to sociological studies that take into account other forms of structuring power in addition to
gender. As a matter of fact, “the multiple forms masculinity might take inevitably intersect with
14
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other variants of identity, so that it becomes impossible to discuss masculinity as such without
taking into account its relationship to race, class, national, and sexual identifications” (Adams
and Savran, “Part III” 155). Social class, for instance, normally requires different strategies from
men in order to impose their power as expected in a patriarchal society. In this sense, workingclass men whose self-esteem is low because of work conditions will often resort to violent force
at home. Thus, “unemployment and the necessity of relying on women for the substance that
men formerly provided” (Selby, Murphy, and Lorenzen 176) are declared as causes for the
increase of domestic violence in the 1980’s. Upper-class men, whose careers become the center
of all family matters, presuppose a more immediate subordination of their wives and children at
home and seldom resort to violence. Tim Carrigan et al. comment on this social difference and
also point out that in this class difference “both are forms of patriarchy” (593); they are just
different strategies within it. There is still domination and subordination through that which
Pierre Bourdieu calls “symbolic violence,” that is, “a form of power that is exerted on bodies,
directly and as if by magic, without any physical constraint” (38).
Most sociological studies about masculinities focus on the family. However, the family
backgrounds of the characters in the present investigation are, when mentioned, far from
conventional. Dysfunctional or absent families affect men’s relations with others, in particular
with women. Only in two cases are the men of the plays selected married, but keeping as well
some sort of extra-marital relationship. Family is still the social structure best suited for the study
of human interaction, but it rarely corresponds to modern reality. Nevertheless, it is part of the
characters’ imaginary, whether they succeed or even want to invest in having a family. Even
without the family as the setting primarily defining the characters’ interaction with others, I will
consider their social specificities, exploring not only their present situation but also their past. In
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some cases, these men belong to the most marginal classes; in others, they have humble origins
but have somehow managed to improve their economic conditions, or, on the contrary, they
belong to an accommodated class but end up losing everything that they had. In every instance, I
will argue, their socio-economic position is a constitutive element of their masculinities that they
will consciously discuss during the plays. Socioeconomic and origin specificities will illustrate
and help reveal a true dynamics of the relationships between men and women, since it will
explain, for example, those cases in which the subordination of women by men is completely
subverted. The economic crisis and women’s incorporation to labor have brought major changes
in more traditional conceptions of women’s and men’s roles within shared domestic economies.
Globalization and the importance of media and technology in our daily lives have contributed as
well with new values, which are at the same time recognized and accepted through different
mechanisms. Moreover, most men are themselves subjected by other men. This has been
formulated as the relationship between hegemonic and non-hegemonic masculinities.15 The
former “is a man in power, a man with power, and a man of power (Kimmel, “Masculinity as
Homophobia” 125). A hegemonic masculinity “may only correspond to the actual characters of a
small number of men” (Carrigan et al. 592) and tends to function more as an ideal to which most
men aspire. The consequences of such living standards can be rather detrimental both for men
trying to maintain their hegemonic positions and, more obviously, for those attempting to rise in
this gender hierarchy. And “yet very large number of men are complicit in sustaining the
hegemonic model” (592), determining the actions of the male characters in the present
investigation. Non-hegemonic masculinities are those without power, that is to say, those who
cannot impose their will to others, but also those who do not have the power to determine the
15
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parameters that constitute a hegemonic masculinity. A non-hegemonic masculinity is
subordinated to a hegemonic one or to one that is closer to the hegemonic model relevant to each
particular instance. Most non-hegemonic masculinities are also complicit masculinities as they
receive “the benefits of patriarchy without enacting a strong version of masculine dominance”
(Connell and Messerschmidt 832). Finally, marginal masculinities are those furthest away from
power, but who nevertheless reproduce within their reach the modes of power and oppression in
their surroundings. “Research has also documented the durability or survivability of
nonhegemonic patterns of masculinity, which may represent well-crafted responses to
race/ethnic marginalization, physical disability, class inequality, or stigmatized sexuality” (248).
Consequenly, “[t]he agency of subordinated and marginalized” (847) masculinities will be
accounted as much as that of hegemonic masculinities. Some subordinate masculinities “can be
produced collectively as a well-defined social group and a stable social identity” (Carrigan et al.
591) whereas others are “a transient identity” (591) that in our plays will adjust to the
circumstances and, more importantly, to the “other” being confronted. In any case, the stability
of a masculinity identity is always relative as all different kinds of masculinities “are in constant
interaction, changing the conditions for each others’ existence and transforming themselves as
they do” (Connell, “The History of Masculinity” 254).
To further a theoretical framing of masculinity within the Mexican literary field, I would
like to intersect Ramírez and Casper’s understanding of masculinity as an ideology with Claudio
Lomnitz-Adler’s definition of ideology as “generated whenever an individual or a group selects
one aspect of a culture in order to exert power” (34). As I already established, power is a key
element in the dynamics of gender. Each cultural “aspect” of Mexican society, explains Lomnitz,
changes diachronically in different points in time, benefitting those in power. Thus, masculinity
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theorists adapt Gramsci’s concept of “cultural hegemony” and apply it to their analysis of gender
power relations. According to Lomnitz, cultural hegemony sets in motion two key processes: the
appropriation of myths and the creation of frames and idioms of interaction (27). The present
study borrows the terms of the first process in order to analyze the mythic masculine hegemony
with which men try to impose themselves in society. Some of the referred myths include the kind
of man that a Mexican is presupposed to be in order to serve his nation as well as the kind of
man that interrupts the modernization of the State, echoing Roland Barthes’ assertion that
mythology grows stronger when the individual tries to avoid its discursive force (135-137). As
for the second process, I will point out some gendered idioms that men use in order to impose
their domination or defend their position, which are in turn understood by other men because of
the shared knowledge that allows for the specific social frame to exist. The most common ones
consist of establishing a father-son relationship or disregarding the other for being homosexual
or a woman (particularly a feminist woman). The problem with these myths is that since their
signifier is at the same time full and empty, their value will always be ambiguous.
If Lomnitz is interested in how those in power use cultural aspects to remain in that
position, most recent theorists in the field of masculinities, in contrast with its initial stage,
recognize the need to include a historical and socio-economic dimension in order to precisely
understand how a certain formation of masculinity arrives at and continues to be in a hegemonic
position. 16 As Pierre Bourdieu studies in his book Male domination (2001), men manage to stay
in power over women throughout time. It is not different in Mexico, where political forces are
always represented by men, and the State —one of the basic institutions according to Bourdieu
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that guarantees this domination— takes on some form of paternal figure that can take care of the
country. As I will show in a historical contextualization (more in relation to theatre), Mexican
governments after the Revolution have always been ruling with a considerable degree of
authoritarianism. In general terms, we can say that they manage to do this by presenting
themselves as a needed entity representative at the same time of the revolutionary ideas for
which the country revolted during the course of two decades. In order to do so, the newly elected
president and his group emphasized a self-declared improvement from the previous government,
and/or the rescue of established myths. This political dynamic mirrors different kinds of
masculinities to which men align in order to get closer to power. In R.W. Connell’s words,
“masculinity is not just an idea in the head, or a personal identity. It is also extended in the
world, merged in organized social relations. In order to understand masculinity historically we
must study changes in those social relations” (Masculinities 28-29). In Mexico, like any other
former colony, those social relations are greatly dependent on foreign models that are to be
assimilated, replaced or rejected at different points in history. The change expected with the
independence process, far from giving a local color to the dominant Spanish forms of
masculinity at the time, extended to French masculinities sought after by Porfirio Díaz’ regime
and his positivistas in power at the turn of the twentieth century. The Mexican Revolution17 that
ensued in 1910 and its “triumph” mark a crucial point in the formation of a national identity,
although not without its paradoxes. In 1929 the Partido Nacional Revolucionario (PNR) that
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united all conflicting political groups and eliminated the remaining dissidents by
“institutionalizing” the Revolution, claimed a proletarian and agrarian origin, but its political
base was formed by a raising middle class.18 The party’s powerful national discourse that
permeated society for most of the twentieth century was later mediated by the economic reality
of the continent and its participation in world trade, developing ties to other countries,
particularly the U.S., whose cultural influence, despite the historical conflicts it generated,
became as important as that of Spain.
Particularly after the Mexican Revolution, certain intellectuals focused on the difficult
task of defining —and to a certain extend building— a national identity that accompanied the
country’s modernization efforts. It is important to recall the century-old debates on the Mexican
“being” as the key precedent to the debates concerning early formulations of masculinities.
Essential for my investigation is the fact that the identity studies of this time rely, more often
than not, on gendered features. Such is the case of Samuel Ramos’ El perfil del hombre y la
cultura en México (1934), a significant work and a major influence in Octavio Paz’s thought.
Ramos recurs to Alfred Adler’s notion of the masculine protest in order to explain the
aggressiveness in the Mexican man’s need to (over)state his virility. As stated in the
introduction, one of the most influential Mexican works on masculinity to date remains Paz’s El
laberinto de la soledad. The classification of men in chingones and chingados, which translates
into a constant competition among the male members of society for the dominant position, had a
profound impact in Mexican culture, as the analysis of the plays selected will prove. In order to
succeed in this binary power system and also to protect themselves, men take on masks and,
according to Paz, we cannot ever know the “true” Mexican. This creates the feeling of solitude of
18
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the title, from which Mexicans are exhorted to escape at the end of the essay through the creation
of myths (as he intends to do through his poetry). Nevertheless, the general tone of the book is
quite negative and the feeling is that Mexicans are somehow condemned to that solitude. My
interest in Octavio Paz relies on the fact that when he studies the “Mexican,” he really means the
Mexican man, depicting a specific kind of masculinity. This can be proved by the very specific
and differentiated reflections found in the same essay about the Mexican women. During our
examination of the plays selected, I will point out some direct references to Paz not in order to
confirm his theory but to acknowledge the inherited expectations of men in Mexican society
inscribed in his essay and promoted through its subtle display of masculine ideologies. It must be
emphasized that Paz was not writing as an academic within gender and/or men studies, neither
from the perspective of sociology. His chingón/chingado axis has a limited reach in
understanding the complexities of gender relations since, as Bob Pease explains, following
Foucault’s theory of power, binaries as the one envisioned by Paz “fail to untangle the way in
which power is manifested and constituted subjectively” (32). That is to say, power is not a
simple commodity, something that the chingón possesses and the chingado does not. Power is
“relational and positional” (Whitehead and Barrett 16),19 and so it needs of a structure with
which to operate.
The works of Paz and Ramos are critical of the subject of their study, that is, of the
Mexican male. But they do not refer to any Mexican man: they rather reveal the masculine
component emerging out of the Revolution and constructed as the righteous representative of the
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nation deserving to lead all Mexicans. The men that they discuss in their works are members of
lower classes to which, by the way, they do not belong. A real understanding of the Nobel-prize
critique’s premises and the way these permeated his society requires that we take his precursors
into account. This will confirm the impression above stated that Mexico’s intellectuals have
established, particularly since the Revolution, the reflection on national identity as the crucial
theme for discussing the country’s modernity. Lomnitz establishes that the cause of this debate is
the desire to have the country “play a dignified role” in an international context (311). Paz —
following Ramos’ lead— is critically reflecting upon the masculine identity that the “builders” of
the nation have created and defended. Or, in Héctor Domínguez-Ruvalcaba’s words,
“intellectuals sought to quell the barbaric and bloody national myths that the narratives of the
revolution had disseminated” (98).20 The problem with which most critics seem to agree
regarding what is known as the literature of “lo mexicano,” is that it assigns a series of features
that do not necessarily represent every citizen, but produce instead a chain of signifiers that
function as myths. Against this imaginary, Mexican intellectuals have recently contested the
dominant ideologies of nationalism through what Lomnitz calls “new national culture studies,”
such as Roger Bartra’s La jaula de la melancolía (1987). Both Lomnitz and Bartra, along with
other thinkers such as Carlos Monsiváis, have argued that “ideas about national culture must be
understood in the context of national projects of dominant classes” (Lomnitz 3).
Precisely as a result of this deconstruction of Mexican nationalism, more recent studies
by Ignacio Sánchez Prado and Robert McKee Irwin have furthered the analysis of masculinities
as a discourse of power. Following these critics, the present investigation will dissect the
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monolithic vision of masculinity deeply grounded in the knowledge structures rooted in more
than six decades of PRI governments. In Naciones intelectuales (2009) Sánchez Prado
distinguishes between a first post-revolutionary period when intellectual circles were concerned
with defining a national culture, and a latter period when the revolution’s nationalist project has
already been “institutionalized,” turning its intellectual endeavors towards understanding the
national “being.”21 During the first period (from 1917 to the late thirties), rival intellectual
groups debated about what kind of literature was the most appropriate to represent the nation and
produced a discourse whose real initial objective was to discredit a specific group of writers
known as the Contemporáneos: Jorge Cuesta (1903-1942), Xavier Villaurrutia (1903-1950),
Gilberto Owen (1904-1952), José Gorostiza (1901-1973), and Salvador Novo (1904-1974). Part
of the antipathy towards the Contemporáneos was due to their embracement of European
modernist literary trends, which somehow provoked or intensified the label “effeminate” used by
their critics. By contrast, the same critics and others valued the novels of the Mexican Revolution
by their representation of some kind of masculine quality during what came to be known as the
1925 polemic of the “virile literature,” that I will discuss in detail later. As a direct result of this
debate, Mariano Azuela’s Los de abajo (1915), then virtually unknown, came to represent those
revolutionary novels, even if it had been written ten years before the controversy.
The politics of gender in relation to this episode in the history of Mexico22 is central in
Robert McKee Irwin’s Mexican Masculinities (2003) and in Héctor Domínguez-Ruvalcaba’s
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Modernity and the Nation in Mexican Representations of Masculinity (2007), the most visible
and relevant books on Mexican masculinities as reflected in literature and, in the latter case, in
arts in general.23 Irwin historicizes the logic behind the nationalist discourse on masculinity and
explains that the type of masculinity supported right after the Mexican Revolution was that of the
lower-class man who fought at the Revolution in contrast with the masculinity praised during the
Porfiriato by the positivists. This last group, like the Contemporáneos, was also seen as an
“effeminate” elite at a self-assumed distance from the reality of the country.24 Irwin proceeds
then to deconstruct this “virile” masculinity by demonstrating the homoerotic desire that arises
from military contexts of a strong homosocial bonding and where the admiration for the male
body results in making it an object of scopophilia.25 That is to say, Irwin paradoxically
emphasizes the queer elements in the literature where its homophobic supporters wanted to see
represented a nation of brave and “macho” heroes.
For the purposes of the present investigation, the fact that gender was used as a rhetorical
tool is essential, particularly for Mexican theatre, given the key role that the Contemporáneos
played in the renovation of the national dramatic scene. Aside from the specific meaning that
“virile” versus “effeminate” could entail, it is clear that the former term became the positive
23
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representation of the nation, whereas the latter was rather used for pejorative purposes and to
signal the marginal and representative of foreign influences that threaten to weaken Mexico. The
determining power that this evaluative axis had on Mexican literature was fully supported by the
post-revolutionary government, deeply influencing popular culture. Irwin’s emphasis on the
queer is valuable and the desire among men will not be overlooked. However, Irwin’s most
evident limitation resides in the fact that, although the title of his book implies the consideration
of Mexican masculinities in general, its focus is in reality the homosexual man. DomínguezRuvalcaba also focuses mainly on the marginal masculine representations that expose the
paradoxes of the hegemonic, nationalistic, and modern paradigm for the Mexican man.26 The
axis sensuality/desire versus violence makes him undertake the tragic consequences of misogyny
(domestic violence against women and even feminicides), but more especially the paradoxical
homophobia and violence against the homosexual as a consequence of homoeroticism in a
homosocial environment. Domínguez-Ruvalcaba’s book seems more relevant to queer than
masculinity studies given the special place that the transvestite and gay male figures (such as the
joto and the mayate) occupy in it. I intend to fulfill this critical lacuna by examining heterosexual
masculinities that have a problematic correspondence with the normative conventions and gender
ideologies of society. As Michael Kimmel encourages us to do, we need to give visibility to
hegemonic masculinities in addition to its more marginal forms. Following Pease, Connell, and
other masculinity theorists, I seek to highlight the need to study “masculinities” in the plural and
not the singular, including but not limiting our coverage to underrepresented minorities.
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Domínguez-Ruvalcaba demonstrates, like Irwin, how a context of war and homosociability leads to
homophobia. But also, he denies the supposedly “virility” of the revolution writers by citing examples in
which their characters are quite effeminate themselves and still represent their political ideals (See Part 2).
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Irwin concludes his study emphasizing that the masculinities discussed in his literature
are “all show” (227), which brings up the performative quality of gender central to the present
study. However, Irwin does not include theatre in his book. In fact, as one of the least studied
genres in Mexican studies, my ultimate objective is to contribute a bridge to the oftenoverlooked complexity and richness of contemporary theatre by highlighting its key relevance in
contemporary cultural studies. Domínguez-Ruvalcaba, on the other hand, does include theatre in
his study, in particular plays written by Hugo Argüelles, Manuel Talavera Trejo, Antonio
Zúñiga, and Tomás Chacón. Although acknowledging the value of the critic’s attempt to cover
such an eclectic body of primary sources (paintings, novels, essays, drama, etc), these writers are
not contextualized within their generation neither are the plays within Mexican theatre. We will
endeavor to give the necessary background by providing a historical revision of Mexican theatre
in relation to gender and the changes throughout time in the discourses referring to it.
To a great extent, it is understandable that Irwin does not include theatre, since the
aforementioned debates about the national literature of the time mostly focused around prose and
poetry.27 Salvador Novo is probably the only one to directly relate the term “virile” to theatre in
one of his interventions in the 1924-1925 debates. When one of his attackers, Julio Jiménez
Rueda, himself a very well known dramatist, accused the Contemporáneos of not being “virile”
enough, Novo tried to find an explanation to what Jiménez Rueda meant in the latter’s preference
for anything colonial (Schneider 174). With his characteristic sarcasm, Novo questioned that
characters from Jiménez Rueda’s plays, such as Pedro Pérez de Meneléndez and Don Nuño
Cabeza de Vaca, would appeal to anyone for their virile aspect, as the clothes used at their time
27
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would look rather feminine in the 1920s.28 In this way, Novo addressed the fact that a debate that
was meant to discuss literature was more often than not a criticism of the way that Novo and his
coetaneous looked like and behaved. By aiming at Jiménez Rueda’s characters and not the
dramatist himself, Novo’s counter-attack underscores the performatic value of the supposedly
compliment “virile” and its antonym. After all, characters in a play define themselves through
their attire, movements, gestures, etc. Novo’s intuitive29 understanding of this performatic value
of gender is also made clear in his satire of one of the biggest supporters of the virile values of
the Revolution: the painter Diego Rivera. If Novo is criticized for posing a non-virile
performance, he has the same to say about Rivera’s pose of virility (Domínguez-Ruvalcaba 41).
In the same line, one of the reasons why the Contemporáneos literature was criticized was that
their “mannerism implies a false comprehension” (70), but like Novo suggested, if we extend his
comment about Rivera to the “national” literature, the same could be said about those novels
representing the Mexican men as they are “meant to be.” Critics of masculinity studies reverse
the negative factors understood from the term “performance.” For instance, David S. Gutterman
explains that performance “should by no means be construed to signify falseness or unrealness”
(60), but rather the necessity of action and, more importantly, “the potential for rewriting the
scripts of individual (and group) identity” (60). Coming back to Novo’s response to Jiménez
Rueda, he also remarked on the subjective and historically dependent aspect of the presumed
quality that he lacks, which is another essential feature of gender. Being famous for his
unorthodox taste on clothes and some clearly scandalous public appearances, Novo defended his
style suggesting that it is simply not understood because it is modern, and so, not that well
28
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known. On the contrary, the historical characters just mentioned are respected because of the
tradition that they represent, although their look could be seen equally effeminate.
I contend that theatre, being mostly ignored or not taken too seriously in the nationalistic
debates, provided a unique and privileged space of creation and experimentation. A first review
of the history of theatre in Mexico will apparently reveal analogous power dynamics to those
discussed by Sánchez Prado and Irwin. As Kirsten Nigro explains, it is only after 1920 that
Mexican actors “playing the parts of Mexicans, were allowed to use the Spanish typical of
Mexico and not of the mother country” (214), which marks the beginning of an interest in having
theatre represent the state and its particular characteristics. As a matter of fact, it is also at this
time that projects began to renovate the Mexican stage, which up until now was in complete
decay, according to critics such as Frank N. Dauster (46). Nigro distinguishes two main varieties
regarding those projects. On the one hand, there were those who “wanted a serious national
theatre that would deal with the sociopolitical realities of Mexico’s past and present” (215).
Within this line, Teatro del Murciélago was founded in 1920 by Luis Quintanilla.30 It was a
folkloric theatre interested in indigenous elements such as dances, ceremonies and rituals
(Dauster 48). Teatro de Ahora also falls within this first category: founded in 1932 by Mauricio
Magdaleno and Juan Bustillo Oro, it had a political and revolutionary purpose.31 It is known for
inviting Mariano Azuela to write an adaptation of his most important novel of the Revolution,
the aforementioned Los de abajo (1915), although its representation was not very successful (Ita,
“Introducción” 19-20). On the other hand, there were those groups for whom a national theatre
30

Fernando de Ita names as its founders Emilio Abreu Gómez, the painter Carlos González, and the
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64). However, Bustillo Oro’s plays had a higher dramatic value and Nigro appraises his San Miguel de las
Espinas: Trilogía dramatica de un pedazo de tierra mexicana (1933) to the level of Usigli’s El
gesticulador, of which I will talk more below.
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“had no meaning without the universal” (Nigro 215), like El Grupo de los 7 Autores (1925) and
Teatro de Ulises (1928). The seven authors of the first group were Francisco Monterde, José
Joaquín Gamboa, Carlos Noriega Hope, Víctor Manuel Díez Barroso, Ricardo Parada León and
the brothers Lázaro and Carlos Lozano García.32 They were called the “Pirandellos” because of
the big influence of the Italian dramatist on their manifesto. Other influences were Andreiev,
Claudel, Chejov, Strindberg, and O’Neill (Dauster 48). Teatro de Ulises coincided with Los 7 in
its cosmopolitan profile and in its interest in having Mexico learn about the new tendencies in
worldwide theatre. Teatro de Ulises was founded by the Contemporáneos, with Xavier
Villaurrutia and Celestino Gorostiza as its main leaders.33 The repertoire consisted on
translations of Dunsany, Roger-Marx, Vildrac, Cocteau, O’Neill, and Lenormand (Dauster 58).
The contrast between the cosmopolitan approach of Los 7 and Teatro de Ulises, on the
one hand, and the more specifically Mexican-themed of the Teatro del Murciélago and Teatro de
Ahora, on the other hand, may indicate that there was a correspondence in theatre with the
literature debate already discussed. And so, El Grupo de los 7 Autores and the Teatro de Ulises
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Three plays worth mentioning performed in 1925 are Vía Crucis and Los Revillagigedos by José
Joaquín Gamboa, as well as Díez Barroso's Véncete a ti mismo (Dauster 47-48).
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teatro mexicano 59). The same spirit of experimentation continued later in Julio Bracho’s Escolares de
Teatro (1931) and in Celestino Gorostiza’s Teatro de Orientación (with four seasons between 1932 and
1934). Gorostiza renewed the activities in Teatro de Orientación in 1938, this time with Xavier
Villaurrutia, Julio Bracho, and Rodolfo Usigli as directors. Like with Teatro Ulises, multiple plays by
foreign writers were translated and produced: Sophocles, Cocteau, Pellerin, Cervantes, Moliere,
Shakespeare, Chejov, Romains, among others. But, in addition to that, the first plays written by Mexican
writers were staged: Proteo by Francisco Monterde, directed by Julio Bracho in 1931; in 1933 during the
third season of Teatro de Orientación were staged Parece Mentira (play in one act) by Xavier Villaurrutia
and La escuela de amor by Celestino Gorostiza; and during its fourth season in 1934 El barco by Carlos
Díaz Dufoo Jr., ¿En qué piensas? by Villaurrutia, Ifigenia Cruel by Alfonso Reyes, and Ser o no ser by
Gorostiza (Magaña Esquivel 62, 69-70).
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would be equally attacked by its more nationalistic opponents. However, this was not the case. In
fact, members and collaborators of Los 7 started the controversy and the attacks against the
Contemporáneos. The already mentioned Julio Jiménez Rueda, who collaborated with Los 7, is
the one who initiated the polemic of 1925 with his article “El afeminamiento en la literatura
Mexicana”.34 The attack to the members from Teatro de Ulises is more than apparent when
Jiménez Rueda goes from discussing literature to (Mexican) men: “Pero hoy… hasta el tipo del
hombre que piensa ha degenerado. Ya no somos gallardos, altivos, toscos… es que ahora suele
encontrarse el éxito, más que en los puntos de la pluma, en las complicadas artes del tocador”
(Cit. by Schneider 162). The next writer to intervene in the debate was one of the seven members
of the theatrical group, Francisco Monterde. His real intention was to propose Mariano Azuela as
a perfect representative of the national literature, in opposition with the “effeminate”
Contemporáneos.35 Two factors might make us think that the Contemporános’ work in Teatro de
Ulises animated the debates in which they were criticized. First, Sheridan points out that the
starting date of the debate coincides with the moment in which the Contemporáneos show a
bigger interest in plastic arts, narrative and, more importantly for us, theatre (179-180). Second,
there was an increase in the antipathy that many felt towards the Contemporáneos with their
representations of plays in the theatre Virginia Fábregas (Sheridan 299). This was probably due
to the fact that these artists did not only write and translate plays, but also directed and even
acted. The group was parodied only a couple of blocks away in Teatro Principal with the play El
34

Although this controversy is known as the debate of 1925, it really started at the end of 1924. Jiménez
Rueda’s article was published in El Universal on December 20th, 1924. To be more specific, this article
was a response to “La influencia de la Revolución en nuestra literature,” published a month earlier in El
Universal Ilustrado and written by Febronio Ortega, Arqueles Vela, and Carlos Noriega Hope (although
under a false name). In line with our line of discussion, it must be noted that Noriega Hope was also one
of the main members of El Grupo de los 7 Autores.
35
Francisco Monterde, “Existe una literatura mexicana viril,” El Universal, December 25th (1924). Cited
by Schneider 163. The debate through the newspapers finished about the middle of 1925.
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teatro de Ulises, by Jorge Loyo, which paradoxically drove many curious people to the Virginia
Fábregas. Quite often, they had a full house in the theatre thanks to the many enemies that came
to express how shocking they found their productions (Sheridan 300). Having discussed already
how the literary discussion led more often than not to criticize the Contemporáneos’ public
appearances, it is easy to conclude that their dramatic project with Ulises fed the “virility”
discourse. However, the opposition that the group found against their theatre, although
scandalous, does not diminish the importance of their work in the history of Mexican drama.
Novo showed his satisfaction with the results: “nos llenaron de injurias en los periódicos, pero
llenamos el Fábregas con nuestras funciones” (Novo 69).36 They proved the accessibility of such
a type of theatre and that “era posible atentar contra el monopolio de los productores” (Sheridan
300). They achieved the “creación de una grieta importante en la actitud complaciente de los
repertorios porfiristas” (300). That is to say, they succeeded in creating and producing away from
the influence that the nationalistic projects had in the narrative with the re-signification of the
novel of the Revolution (or in other arts, such as painting with the murals) within the hegemonic
form of masculinity.
In addition to that, the confrontation between those who would be known as the “virile”
writers and the Contemporáneos was not always all that clear, especially in relation to theatre.
Such is the case, for instance, of Julio Jiménez Rueda, who joined the Teatro de Ulises after
leaving Los 7 (Sheridan 301). José Gorostiza, Celestino’s brother, wrote a play of the kind
known at the time as synthetic theatre.37 Quintanilla and his Teatro del Murciélago were the ones
disseminating this type of theatre, and so, artists with apparently ideological differences found in
36

Cited by Sheridan, 300.
Synthetic theatre is a modality of avant-garde European theatre that combines some elements of
Expressionism with instant and impressionistic events from reality (Sheridan 168).
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theatre a space to experiment together.38 As one final example of this, Ermilo Abreu Gómez39
collaborated with Los 7 and also with Teatro del Murciélago (Dauster 47). To a certain extend,
this can be explained by the fact that all this was happening during what Sánchez Prado
considers a pre-formative period in the conformation of a national culture. The different
participants in the debates are simply trying to situate themselves as close as possible to a still
unstable cultural power (Sánchez Prado, Naciones intelectuales 36), since all of them are
autonomous from the political regime. The heterogeneity that Sánchez Prado emphasizes in the
two main groups of the polemic (41-42) —that is, the Contemporáneos vs. the nationals— could
also justify that they recur to theatre as a space of convergence, if only temporary. Nonetheless,
this is not sufficient to account for the subtle empowerment that writing for the stage procures to
artistic creation, even if it is only because of the little attention and seriousness with which drama
is considered.40
During what Sánchez Prado distinguishes as a period in which culture is institutionalized,
the same authors who started experimenting in Teatro Ulises and Teatro Orientación begin to
work now for professional theatre and become teachers (Dauster 100). In addition to being
Theatre History and Acting Department Chair, Salvador Novo becomes the director of the newly
organized Theatre Department of the Instituto Nacional de Bellas Artes (INBA) in 1947.41 The
centrality of these positions clearly contrasts with the scandalous attacks that the writer suffered
38

It was actually a Russian version of synthetic theatre. Quintanilla decided to bring it to Mexico after
seeing Le chauve-souris by Nikita Balief in New York (Magaña Esquivel, “Teatro experimental en
México: ‘El Murciélago’”).
39
In addition to writing some plays (Magaña Esquivel, Medio siglo de teatro mexicano, 37), Ermilo
Abreu Gómez (1894-1971) is known as an essential critic of Sor Juana Inés de la Cruz, a journalist and
lecturer. He was member of the Mexican Academy of Language since 1961.
40
We could relate this to the theatre produced in other countries in Latin America —such as Argentina,
Chile and Uruguay— during the dictatorships. See Graham-Jones (2000) and Taylor.
41
Novo kept this position until 1952. Another Contemporáneo, and actually more devoted artist to
theatre, occupied the same position between 1958 and 1964: Celestino Gorostiza.

32

two decades earlier. It must be clarified that Novo does not change his attire neither his manners,
nor do Mexicans become more tolerant about his appearance. There is not a diachronic change in
what is accepted for a man to act like at the end of the forties. Carlos Monsiváis explains Novo’s
successful career as something simply earned for his skills and dexterity despite living in a
society whose moral norms did not accept his behavior neither his sexual orientation (Salvador
Novo 11). This does not mean that gender imperatives are irrelevant but it identifies its modus
operandi within a complexity of factors. On the one hand, we must keep in mind that marginal
masculinities have always existed and cohabitated with the more socially accepted, and Novo is
an example of that.42 On the other hand, gender axioms are used when it is convenient, and
simply ignored when there is a major preoccupation. In this case, the government was interested
in intervening in the arts and culture in order to better impose its conservative policies within the
emerging economic growth in the country. The economic conditions of Mexico would not have
evolved without the political changes that took place after general Lázaro Cárdenas’ presidency
(1934-1940). During Manuel Ávila Camacho’s and Miguel Alemán Valdés’ administrations
(1940-1946 and 1946-1952 respectively), there is also an external factor that allows for this
economic growth: the Second World War and U.S. participation in it (Partida Tayzán,
Dramaturgos mexicanos 9).
In addition to occupying its intellectuals and artists with the creation of institutions like
the INBA, activities such as the National Festival Theatre contributed not only to the
involvement of the government in the cultural activities of the capital, but also to the integration
of the provincial cities: a year after the first festival in 1954, a series of regional contests were
42

As Ana Peluffo and Ignacio M. Sánchez Prado state in their introduction to Entre hombres:
Masculinidades del siglo XIX en América Latina, we cannot think of models of masculinity following
each other in a chronological time. Different models were always present in a specific time frame (13).
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initiated as part of the competition process to participate at the national level (Magaña-Esquivel,
Medio siglo de teatro mexicano 125). This will be relevant to our study since many of the
authors chosen are not from Mexico City, a city that —despite the attempted inclusion of the rest
of the Republic— will predominate as the main cultural locus even to this day. Another
achievement of the INBA is the First Pan-American Theatre Congress in 1957 as well as its
corresponding Festival a year later. This type of encounters was suspended because of the very
politicized times that were to follow some years later. Both facts contribute to the consecutive
social dissatisfaction that limited support and freedom provoked, reflecting in the topics chosen
for the plays written then as well as by the generations following.
Dauster highlights how the best dramatists of this period, namely Emilio Carballido,
Luisa Josefina Hernández, Sergio Magaña, Carlos Solórzano among others, center their work on
the nature of the Mexican being (101). Another common theme in this generation’s plays is that
of the family as the custodian of pre-modern values that are being destroyed by the development
of modern times (Popova 11-12). Because of these two characteristics, plays such as Fotografía
en la playa (1977), Los signos del Zodiaco (1950), Las manos de Dios (1957) —by Carballido,
Magaña, and Solórzano respectively— stand as points of reference and comparison for the
following generations in terms of gender. As we already established in relation to the more
theoretical works about the Mexican being, the subject of these reflections are normally men and
not so much women (something that will change in relation to the generations chosen for this
study as it will be discussed later). The second feature also brings a gender implication, since
those families on stage are mainly patriarchal, with very well codified rules of behavior for their
male versus female protagonists. Although belonging to the previous generation for his date of
birth (and actually being the teacher of many of the just mentioned playwrights), the play with
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which I will begin my analysis of gender belongs to Rodolfo Usigli (1905-1979). The particular
piece in question, El gesticulador, is one of the best known Mexican plays in the twentieth
century and shares the two characteristics just mentioned that gives prevalence to male
characters. Although written ten years earlier, it was performed precisely with Novo as director
of the INBA and in charge of its first season of national theatre. One of the reasons why this play
is still celebrated today is that Octavio Paz discusses it in El laberinto de la soledad (62), in
order to exemplify what he declares to be an essential characteristic of the Mexican man: “el
simular,” the quality of pretending. In terms of gender, such a quality is actually universal and
not particular to Mexicans, since —being a social construct— masculinity (like femininity) can
only be performed by constant (re)enacting of expected actions that adhere to the preferred
model. Another fact that relates the play to our topic of discussion is that it is known that Usigli
wrote El gesticulador right after Alfredo Gómez de la Vega —the actor who would play the
leading character— gave him Samuel Ramos’ El perfil del hombre. Gómez de la Vega had just
read it and mentioned it in a conversation with Usigli, in which the latter talked about how
appalling was to know that Mexico did not have a good dramatic repertoire (Magaña Esquivel,
Sueño y realidad 129).
The plot of Usigli’s play centers in César Rubio, a history professor who assumes the
personality of a dead general of the same name. What starts as a lie in order to make money out
of his knowledge as an historian, becomes the most truthful time in Professor Rubio’s life to the
point that he dies for it. This is, according to Paz, an inherent condition of the Mexican man,
whether he creates truth out of a lie, like César, but also for a man overtly honest who will still
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present an image of himself that protects his inner being.43 This rationale lends itself to be
interpreted from the point of view of gender. The display of himself that Rubio acts out is that of
a specific masculinity, one capable of taking care of his family and his country both in material
and spiritual terms. The tragedy for Paz seems to be in how the Mexican man cannot be authentic
and true to himself. Besides, the performance put up by César situates him in a hegemonic
position, which immediately translates into taking part of the inevitable dynamics emphasized by
Paz that we have already mentioned: the necessity to be the one to dominate or to be dominated,
to be the chingón or the chingado. This fact will leave Prof. Rubio’s enemy, General Navarro, no
other choice but to kill him. El gesticulador does not only exemplify the system by which the
Mexican man creates and reinforces his identity, but also the contradictions within such a
system. “[E]very gender regime has internal contradictions between ideology and practice”
(Barrett 80), and, in this case, if a man must constantly fight for his hegemony, sooner or later it
will be his turn to lose.
Rubio’s death prevents at the same time the possibility of having anyone ever find out
that the professor was not really the heroic general. His identity and masculinity are fixed in time
and history with his death and consequential popular devotion. The way that his neighbors will
talk about Rubio after his death will situate him within those men of the Mexican Revolution that
inspire the regular men and give them strength to keep believing in a better world, the one
43

Paz offers the example of a man in love for this second type of man, since he will be inviting the
beloved to see him the same way that he sees himself (63). In El gesticulador, Professor Rubio’s son
Miguel could represent this kind of man, since he is so obsessed with his family being “real” that he does
not realize that his own behavior is also a performance. When he participates in the students’ protests
against the government back in Mexico City, he is also participating in an ideology very much in the way
that his father believed in the Revolution. At the end of the play, when he leaves searching for “truth,” we
are told that his father’s shadow will always follow him. That is to say, if he wants to be truth to himself
he needs to recognize the family, social class, and gender to which he belongs and how this is also part of
him. In a parallel manner, his masculinity will be constructed in relation to his father, and the other men
around him, whether for opposition or (partly) assimilation.
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promised by the ideals of the Revolution. Or more importantly, to believe in the government that
came after the Revolution. However, the potential addressee of the play —as written in 1937—
would understand how the state manipulates those male figures and their projected masculinities
to control people and have them support politicians that only look for their own personal benefit.
With this play, Usigli exposed the way myths are created and politically manipulated. For that
reason, El gesticulador was not staged when it was first written; the targeted social class of
Usigli’s criticism, a raising middle class of which he was actually a member, was being
supported by President Lázaro Cárdenas’ government, who understood that Mexico needed a
strong middle class that would take care of businesses formerly in foreign hands (as well as a
proletarian class aware of their historical role).44 The ruling PNR45 succeeded in integrating the
different groups (working class, employers, peasants, owners, and government employees) that
gave Cárdenas the necessary unity to confront interior and exterior discontent (Río 209). César
Rubio and Usigli himself were teachers, and so, their jobs depended on the state. It was a class
that, as I mentioned before, was starting to become more prominent in comparison with other
groups, and this explains in part the strong efforts that the Rubio family went through in order to
keep up appearances and not show to others how poor they were in reality. Also, the military
caudillos that took part in the revolution became political leaders. Cárdenas himself was a
general (and so will be Manuel Ávila Camacho) (Río 217). Usigli’s General Navarro represents
the caudillismo, which in its extreme form was reminiscent of Porfirio Díaz. The state could not
allow the staging of the play, since they would have been accused of being anti-revolutionary
(Río 231).
44

In 1938 Cárdenas nationalized the oil industry, which is considered the climax in his socioeconomic
reforms.
45
As I explained before, it is the governing party that later became the Partido Revolucionario
Institucional (PRI).
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In 1947, El gesticulador was finally performed with Alfredo Gómez de la Vega as
director and in the Teatro de Bellas Artes, which was an institution created and funded by the
government. Despite the ten years of historical distance, the opening of the play was a scandal
and the government was not happy with it. Salvador Novo, as representative of the regime, tried
his best to stop the continuation of the performances. Usigli was infuriated with Novo after the
later informed him during the intermission of one of the performances that the representations
would be cancelled. Novo did not react right away to Usigli’s verbal rampage, but waited for him
at the end of the performance. Taken by surprise, Usigli was slapped and knocked down by
Novo.46 In a premeditated and calculated way, Novo was the one to recur to physical violence,
breaking the equation among the terms effeminate, homosexual, and chingado. Embracing the
effeminacy, homosexuality, and eccentricity that his body represented and that, according to the
cultural hegemony of the time, would keep him out of the “aesthetic politics of the revolution”
(Domínguez-Ruvalcaba 70), Novo actually managed to have power and money in this latter
period of his life.47 Novo’s very active strategy of passivity,48 allowed him not just to impose
power within his society, but also in direct man-to-man confrontations, like in the one just
discussed with Usigli. Novo’s non-hegemonic masculinity is a “well-crafted response” to the
stigmatization of his sexuality (Connell and Messerchsmidt 248) and a historic proof of the
possibility of deconstructing the binary chingón/chingado, as the plays chosen for the present
study will also show.

46

See Novo’s own account of the incident in Carlos Monsiváis’ Salvador Novo: lo marginal en el centro
(214).
47
Novo has actually been criticized for siding with the government even though it would be expected the
opposite being himself a marginal member of his society. He even pronounced himself against the student
demonstrations of 1968.
48
Irwin talks about Novo’s very active strategy of “passive” sex (184), referring specifically to how Novo
would demonstrate his virility by letting men known for their big penises to penetrate him.
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Despite the confrontation with Novo, the season continued and, according to Usigli, it did
so with good audience reception. It could be argued that theatre simply did not seem a threat
strong enough to the officials of the time, even if this attitude was to change a few years later.
Marcela Río states that what made it possible for the play to be staged was that Miguel Alemán
Valdés was the first president after the revolution that was not a member of the military. As a
civilian, he was part of the more reactionary sector of society, and the representation of this play
gave the favorable impression that his government was allowing more freedom and that his
administration could be more revolutionary than expected. To the contrary, Usigli was to be
criticized of anti-revolutionary ideas, among other charges (231). But more interestingly, the
criticism of the play did not have a significant effect due to the still attractive and likeable
features of its main character. After all, the ideas of the Revolution are presented as worth dying
for. In terms of gender, César Rubio succeeds in confronting the masculinity in crisis with which
he is presented at the beginning of the play.49 In addition to gaining his family’s respect,
reaffirming his role as a father and husband who can provide for his loved ones, he establishes a
hegemonic position within a more public space. By risking his life and finally sacrificing
himself, he accepts the responsibilities that his role and that of the government that he represents
must carry on. Like the old neighbor Emeterio Rocha, Mexicans may not only recognize in him
the so much needed hero because of the coincidence in names, but also because, being one of
them, there must be something good that he can do for his people. This romantic ideal is
convenient to the political party in power in order to justify themselves and their actions. If those
in power can hardly be true to themselves, they still can be loyal —as El gesticulador seems to

49

Back in Mexico City, César had managed to keep his job and, although with difficulties, to support his family.
Moving back to the town where he was born promised a start over and new possibilities, but it was also recognition
of Rubio’s failure in the capital and, as a consequence, his family started to lose their respect towards him.

39

suggest— to the popular ideals of the time. César is not able to exemplify this since he dies too
soon, but the gendered persona that he constructs does the job by conforming to the masculine
qualities preferred at the time. The masculinity of a victimized hero deserves a hegemonic
position, if not alive, so much more in people’s memories.
We will keep Usigli’s El gesticulador in mind not only because of the gender discussion
just analyzed but also as a recurrent play apt to portray the socio political ambience of Mexico up
until the time of the two generations of writers who occupy the object of our study. That is to
say, whether the external circumstances ease or difficult the task, the PRI’s main endeavor is the
continuation of its sovereignty, masquerading their methods so that the population is convinced
of the need to leave power in the party’s hands.50 If the economic stability allows Carballido’s
generation the possibility of seeing many of their plays staged, the social conditions provide
them with deeply involved themes. The 1950s and 1960s are known as the Golden Age of
Mexican theatre. Despite the fact that, or precisely because, Adolfo Ruiz Cortines’ presidency
(1952-1958) coincides with the Cold War and anticommunism, translating into a tighter
authoritarianism and the repression of labor unions (Partida Tayzán, Dramaturgos mexicanos
10), the playwrights contributing to the so called “nuevo realismo mexicano” (Ita, “Las plumas”
13) are able to express their disappointment with the “retórica revolucionaria” (13). Although
money can always make things apparently better, it is not a limitless source. If signs of social
unrest and discomfort with the political and economic declining models start to be visible during
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We do not want to give the impression that repression, lack of support, and/or censorship only occurred
once the PRI was known as such. Even during Cárdenas’ time, the proletarian fight is supported only
when it goes against foreign forces but not when the criticism goes against the state (Río 160). To
exemplify this, let us add that although most chronicles of the time avoid the mention of it, Usigli informs
us that Juan Bustillo Oro’s San Miguel de las Espinas (1933) was prohibited after its premiere (Río 169171). The dictatorship, the revolution and its institutionalization are all criticized in this play, written the
year in which Cárdenas was about to be elected.
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Adolfo Ruiz Cortines’ and Adolfo López Mateos’51 presidential terms (Partida Tayzán,
Dramaturgos mexicanos 10), the repressive methods of the government are impossible to hide
during the next two presidencies. The massacres of 1968 and 1971 mark the presidents Gustavo
Díaz Ordaz’s and Luis Echeverría Álvarez’s careers respectively, signaling also the beginning of
the PRI’s crisis as a political party that is staying in power for too long. Although in words of
Fernando de Ita, these events leave the playwrights “con la pluma en la mano, sin saber cómo
llevar al papel una experiencia tan traumática” (“Las plumas” 19),52 the injustice of such
tragedies partly explain the strong social content in the Nueva Dramaturgia and their
predecessors, especially in the works of young writers, who like the students killed during the
repressive government reactions, were struggling to have their voices heard.
In contrast with the previous two decades, the plays written at the end of the sixties and
the seventies —those by Óscar Villegas, Willebaldo López, Enrique Ballesté, José Agustín,
Vicente Leñero,53 Juan Tovar,54 and Pilar Campesino, among others— were rarely taken to the
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Adolfo López Mateos governed from 1958 to 1964, whereas the latter mentioned presidents Gustavo
Díaz Ordaz and Luis Echeverría Álvarez governed from 1964 to 1970 and from then to 1976 respectively.
52
The first play that clearly and directly dealt with the Tlatelolco events was Octubre terminó hace mucho
tiempo by Pilar Campesinos (1945). Censorship did not allow its staging and so its premiere was in New
York in 1971. It had a couple of performances in Mexico, but it was “retirada violentamente de la
cartelera” (Partida Tayzán, “La nueva dramaturgia” 124). Finally, it was performed again in Mexico in
1974, but it did not have the effects expected, partly because of the apparently poor staging and also
because of how much Luis Echeverría was feared at the time (De Ita, “Las plumas” 20). It must be noted
that Echeverría was Minister of the Interior during the 1968 massacre. The same playwright also treats the
events of 1971 in eSe8 (1979). The setting of Jesús González Dávila’s La fábrica de juguetes (written
between 1969 and 1970) is suggested to be Tlatelolco and its characters some of the victims of 1968.
Similarly, there are references to the events of that year in his trilogy El jardín de las delicias, Pastel de
zarzamora, and Muchacha del alma (published as an anthology by Universidad Autónoma of Puebla in
1985). Juan Tovar has also an indirect approach in his plays Coloquio de la rueda y su centro (1979) and
Las adoraciones (1983), and so does Claudio Patricio in his Día de graduación.
53
Critics such as Ronald Burgess do not see Vicente Leñero as part of this group. Both Burgess and
Partida Tayzán consider him as an influence and, in many cases, a teacher to the later Nueva Dramaturgia.
He is often studied separately, partly because he did not study theatre either in the Universidad Autónoma
de México neither in the INBA. He left his career in journalism to become a writer and is known as a
model of autodidactism in the area of drama. We mention him here because at this point we are interested
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main theatres, which partly accounts for the label “lost generation,” assigned by Ronald
Burgess.55 Several reasons explain why critics and audiences ignored this generation, considered
by Burgess as part of a first wave within the Nueva Dramaturgia. The conservatism and
despotism of Díaz Ordaz and Echeverría’s governments only supported a commercial theatre
mostly consisting of melodramas influenced by North America and new versions of classical
plays, preferred by a middle class public that started to spend most of their free time in front of
the TV. It is also at this time that the figure of the director began gaining in importance in
contrast with the playwright, as financial aid is most times provided to the former, who decides
what piece to stage. Finally, many plays were simply censored, like José Agustín’s Círculo
vicioso (1972), whose performance ended up not taking place. Nonetheless, this generation
managed to perform in new spaces, in independent theatres, feeding also a different kind of
audience from the commercial theatre. The Nueva Dramaturgia inherited this public already
“trained” by the work of their precursors. In contrast with the “generación intermedia,” as Olga
Harmony calls Leñero’s generation (“La generación intermedia”), the Nueva Dramaturgia was
accepted and much more supported by the government. 1979-1980 were crucial years in which
in reflecting upon those writers producing at the end of the sixties and this is exactly when Leñero had his
first works written and staged despite the difficulties: Pueblo rechazado (1968), Los albañiles (1969).
Olga Harmony, on the other hand, considers him and his work as leader of workshops at the time, and
capable of “resumir sus [that of the generation] hallazgos y sus mismas condicciones” (“La generación
intermedia” 123).
54
Juan Tovar participates later in the Nueva Dramaturgia reading series and so is considered part of this
group as well. We need to keep in mind that writers do not simply belong to a generation, but follow their
own personal and independent evolution, and so, our attempt here is merely to give some chronology that
relates to the socioeconomic events occurring. Burgess considers all these writers —except Leñero— as
part of the Nuevos Dramaturgos but distinguishing different waves according to when they start writing
and having their work represented/published.
55
Burgess is referring with this term to the whole generation known as Nueva Dramaturgia: See “El
nuevo teatro mexicano y la generación perdida.” However, agreeing with Partida Tayzán (Dramaturgos
mexicanos 23), I am more interested in Burgess’ understanding of “lost” as ignored (as opposed to his
second definition as “detached from society”). In this sense, this label makes more sense in relation to the
first wave of writers within the Nueva Dramaturgia, since the second wave —those writing after 1979—
were not that much ignored.
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Emilio Carballido promoted the new dramatists through a series of readings, performances, and
editions of their work. The political culture of the country had not changed much and it was
necessary to have some kind of patronage. In this case Guillermo Serret Villanueva, then head of
the Department of Cultural Activities in the UAM, fomented those activities. Cuauhtémoc
Zúñiga later took part as well from his position as head of the Teatro de Difusión Cultural in the
UNAM (Partida Tayzán, Dramaturgos mexicanos 28).
In addition to the necessity of patrons, Leñero comments on another difficulty confronted
by the playwrights who wanted to see their plays staged during José López Portillo’s presidency
(1976-1982). Many important theatres such as Hidalgo, Xola, Reforma, Independence, and
Tepeyac, became part of the Teatro de la Nación,56 and particular companies were not allowed to
use their capacities (Leñero, Vivir del teatro 175). The government was trying once again to take
control of the arts, this time with the creation of FONAPAS (Fondo Nacional para Actividades
Sociales), an organism in charge of patronizing all spectacles occurring not only in the capital
but also in the rest of Mexico (Partida Tayzán, Dramaturgos mexicanos 27), under the direction
of the first lady at the time. The double-edge of this governmental institution —at once
supportive and controlling— can be felt also in the creation of new and multiple dramatic
contests and awards: Punto de Partida, Rodolfo Usigli, Nacional de Teatro, Mexicali, INBA,
Salvador Novo (30). Plays were even commissioned to be performed by the Compañía Nacional
de Teatro, although not all of them were staged by this company or at its theatres (29). This time
the external circumstances that provided López Portillo with the liquidity to benefit theatre in
this way were the political crisis in the world, the raise of oil prizes, and the discovery of oil
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Teatro de la Nación is an official company belonging to the Dirección General de Radio, Televisión y
Cinematografía, which with the new presidency is directed by López Portillo’s sister, Margarita López
Portillo.
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fields in Mexico (27). As it is well known, oil cannot sustain an economy, and so in the 1980’s
the government had difficulties maintaining the promised cultural support of the previous
decade. Víctor Hugo Rascón Banda —a lawyer committed to the arts who was to become one of
the most important playwrights of his generation— denounced Miguel de la Madrid Hurtado’s
government (1982-1988) for their lack of support (30), leaving dramatists no other choice but to
promote their own work.57
The 1990’s were economically (but with political and social consequences) characterized
by neoliberalism, a set of policies radically limiting and reducing the traditional role of
government, profoundly affecting Mexico but also many other countries of Latin America.
Foreign lenders responded to the difficulties with which these states saw themselves in paying
their external debt a decade earlier with encouragement towards these neoliberal policies. “Three
main components of neoliberalism are privatization of state-owned enterprises, austerity
programs, and the ‘liberalization’ of trade barriers” (Day, Staging Politics in Mexico 21). Of
course, problems were far from solved. Debt did not decrease and, more importantly, the
promised equality that these reforms were supposed to bring resulted in their very opposite,
“with profits from privatization going to the already wealthy and the gap between the rich and
los de abajo, the underdogs, widening” (20). Needless to say, the U.S. played an important role
in these measures from which the neighbor to the north once again benefitted much more than
Mexico. It was in U.S. Ivy Leagues universities that the two next Mexican presidents obtained
their professional training in neoliberal economics: Carlos Salinas de Gortari (1988-1994) and
Ernesto Zedillo Ponce de León (1994-2000). Social opposition was expected despite or precisely
because of the necessary repressive measures that the government enforced. After all, Salinas
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In addition to the stock market crash of 1987, de la Madrid’s presidency is remembered for the incompetent
reaction of the government to the devastating earthquakes of 1985.
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was elected only with a 50.4% of votes, less than ever before for a PRI candidate (Rizk 265).
With him, the Mexican government signed the North America Free Trade Agreement (NAFTA)
with the U.S. and Canada as new business partners, a treaty implemented on January 1st, 1994.
That same day, indigenous rebels calling themselves Ejército Zapatista de Liberación Nacional
(EZLN) declared their opposition to the new trade arrangement, occupying different towns in the
state of Chiapas (Agustín 313). Zapatistas were not the only unhappy citizens, since the 1994
financial and political crisis left many Mexicans unemployed (Day, Staging Politics in Mexico
25) and a society in constant shock.58 On the other hand, neoliberal policies meant the incursion
of globalization in Latin America, a phenomenon fully recognizable the closer we get to our
younger generation.
Neoliberalism and the social unrest that it brought are important themes in the works
written by the Nueva Dramaturgia in the nineties. In these years there is also a new generation of
dramatists, the closest one to our younger group of writers, named “generación de los 90” by
Elvira Popova (14).59 In contrast to their predecessors,60 Jaime Chabaud (1966), David Olguín
(1963), Luis Mario Moncada (1963), Gerardo Mancebo del Castillo, and others, are often
criticized for not being socially involved with their plays. For instance, Popova talks about their
hyper-individualism and how they coincide in a search for personal interests (29). These
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In 1993, cardinal Juan Jesús Posadas Ocampo was killed in a drug-related shooting at Guadalajara
airport (Agustín 288). The following year, the PRI presidential candidate, Luis Donaldo Colosio, was
assassinated in March during a campaign rally in the border city of Tijuana (327). In September of the
same year, the chairman of the party, José Francisco Ruiz Massieu, was also gunned down in Mexico City
(341-343).
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The group was also called “quinta generación” by Fernando de Ita, “novísimos dramaturgos,” “la
generación del desconcierto” by Partida Tayzán, and “generación de la desorientación y la confusión” by
Luis Mario Moncada and Martín Acosta (as cited by Popova 14). In the Introduction to Teatro
contemporáneo mexicano. Antología (1991), Ita also names them “la generación del tercer milenio” (75).
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In a reflection about the characteristics that make him and the Nueva Dramaturgia a generational group, Rascón
Banda stresses some kind of solidarity with the marginal classes given the situation of their country, despite each
member doing very different work (Pineda Baltazar 20-21).
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playwrights, many of them critics of theatre too, defend themselves against these attacks. For
instance, Jaime Chabaud talks about how his teacher Jesús González Dávila criticized his play El
ajedrecista (1993) for not following the social realism line so characteristic of the former’s
generation (206). Chabaud says to be interested in social criticism but not in what he sees that
has become a “realism program” among his predecessors (207). David Olguín acknowledges his
generation’s rejection of their closest model, the Nueva Dramaturgia (224), but clarifies that he
has always been interested in the history of his country. Mexican identity is relevant to his work
(215) as it was to writers in the fifties, but, he argues, the new generation needs to express what it
means to have been born and lived in Mexico without imposed preconceptions that would limit
their creativity. It is understandable that the older generations simply want to be part of some sort
of tradition for the young writers. Critic Fernando de Ita, on the other hand, defends the value of
the playwrights within the generation who still turn to Mexican history in the selection of their
topics and the creation of their characters. Those criticized by Ita, following though the same
logic, are the members of the following generation, “generación novísima,” that is to say, the
younger group with whom we will be working here (Ita, “Las plumas” 28). Whether we want to
criticize them or not for being individualistic in their plays, in terms of gender, it is interesting to
see the characters of these recent plays not so much as tools for social criticism, but as
representing personal and existential crisis given the devaluation of old models and universal
values (Popova 107-108).
In contrast with the previous generations, a characteristic noticed in the “generación de
los 90,” and that I would propose to extend as well to the “novísimos,” is the smaller importance
or little faith put in the family as capable of representing collective values (Popova 29). Family
is, according to Bourdieu, one of the institutions supporting the permanence of sexual difference
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and, with it, of masculine domination. In the nineties and the beginning of the new millennium,
postmodern conceptualizations take over Mexican dramatists’ plays not just in terms of form
(simultaneity, deconstruction, and plurality of perspectives, Popova 65) but also of content. If
globalization opens doors in Mexico to feminist ideas and influences, postmodernity claims the
inclusion of other points of view, or many of them at the same time, which were not so
commonly present before. Women and feminism will naturally offer one of these perspectives
normally through the centrality of women characters in dramatic pieces (Popova 110). The
presence and importance of women in Mexican plays is not limited to the younger generations.
Rascón Banda’s work has been studied considering the special place given to his female
protagonists.61 Female characters and authors have a strong presence in recent recompilations of
essays about Mexican theatre such as Heidrun Adler and Jaime Chabaud’s Un viaje sin fin:
teatro mexicano hoy (2004).62 Adler correctly notes the fact that more women can be seen in the
entertainment guides nowadays (10). In his Escena mexicana de los noventa (2003), Armando
Partida Tayzán creates a different entry for the women playwrights of the 1990’s generation and
adds a possible sixth group consisting exclusively of women (35-38). This is relevant because it
signals the need to pay attention also to men, which of course does not mean inequalities and
women rights are no longer pressing subjects of debate and analysis.
Noé Morales Muñoz, Édgar Chías, Alejandro Román, and LEGOM’s generation produce
their plays in a very interesting moment in the political history of Mexico, since the crisis already
noted regarding the PRI finally produced significant outcomes. Vicente Fox Quesada (2000-
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See for example many of the articles in the collection: Bixler, Jacqueline E, and Stuart A. Day. El
teatro de Rascón Banda: voces en el umbral. México: Escenología, 2005.
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This is actually the Spanish version of a previous publication, almost with the same articles, ten years
earlier in German (Materialien zum mexikanischen Theater) as Heidrun Adler clarifies in the prologue
(9).
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2006) is the first president who was not a member of the PRI, but of the conservative PAN.
“[D]espite having a more autochthonous education than his immediate predecessors, during his
time in office Fox has proven that he is on the exact same economic course begun by President
Miguel de la Madrid […] and intensified by Salinas and Zedillo: the road to neoliberalism” (Day,
Staging Politics in Mexico 16). His successor, Felipe Calderón Hinojosa (2006-2012), comes
from the same political party. Although we cannot talk about drastic political changes, there are
relevant topics pertaining to this new millennium that we will notice in the plays of our young
writers, such as the drug wars, the representation of a violence that does not shock anyone
anymore, the still problematic relationship with the Northern neighbor, among others. Alejandro
Román talks about his generation in a series of dramatized readings presented in La Casa del
Lago Juan José Arreola in 2005 (Salvat, “Entrevista a Alejandro Román” 177).63 Most of these
writers have had some contact with other countries, probably a consequence of a fact noticed by
Rascón Banda in a reflection about what distinguishes his generation from the preceding one,
namely, that the younger writers started their careers in the universities already in theatre, while
the older were first lawyers (like Rascón Banda), or had other professions and trades (Vicente
Leñero was a journalist) that would allow them to make a living, and only as a secondary
profession they could write plays (“El nuevo teatro mexicano” 10). Consecuently, it is being
somehow “easier” for this later generation to develop their artistic aspirations. On the other hand,
since their work has been staged and promoted mainly through official institutions, prizes and
scholarships, there is a paradoxical feeling of artistic limitations as there are always “criterios
que privilegian ciertos tipos de escrituras sobre otras” (Sánchez Prado, “La generación como
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The young playwrithers’ plays were compiled in the book Muestra de dramaturgia contemporánea
Mexicana (2005), introduced by Ita’s article “Exordio para renovarse o morir. La sexta generación” (7-8).
Alejandro Román’s La rata bastarda amarilla is published within this compilation.
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ideología cultural” 16). Rascón Banda and González Dávila’s generation were, like it was stated
earlier, the first to enjoy this kind of official support, but it could hardly be compared to the
complex and sophisticated apparatus of cultural subsidies of the new millennium.
The “symbolic power relations” (Sánchez Prado 18) that make writers visible as part of a
generation mirror gender dynamics as certain parameters succeed in their adoption as hegemonic
and not others, benefitting always those in power. We will endevour to detail all the
circunstances surrounding the publication and staging of a play, like we will do with a
character’s performance of his masculinity. In contrast with narrative texts, theatre is written
most times with the intention of having the piece performed. Like it was mentioned before,
theatre directors played a very important role for the Nueva Dramaturgia writers and often,
Rascón Banda and González Dávila wrote their plays because it was requested by one of them.
In other cases, the plays were written during a workshop under the supervision and guidance of
another (male) writer. In both cases, the plays resulted from the negotiations between two men: a
writer and a director, a writer and another writer. Those negotiations can also be seen as gender
dynamics. In the case of the younger generation studied here, the mediation could be said to take
place rather with the government or, in its name, a cultural institution. However, even to this day,
this apparatus would be seen as a “male” institution, if not in any particular aspect, at least as a
descendant of the “virile” culture with which it first attempted to define itself. By bringing
writers from different generations in each chapter, I intend as well to reproduce the contrasting
dynamics of masculinities performance. However, writing as a woman from a feminist stance,
the danger of losing sight of men’s “other” will be prevented.
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Chapter Two
Masculinities and their Physicality. Bodies Enclosed in a Hegemonic Position
In the same way that a woman is not born a woman but her society makes her as such,
masculinity theorists strive to reject biological and naturalist perspectives in the conformation of
the male gender. This is, for example, Tim Carrigan, Bob Connell and John Lee’s opinion. Yet,
in their article “Towards a New Sociology of Masculinity,” they recognize as well that “the
bodily dimension remains a presence within the social practice” (595). These apparently
contradictory attitudes are addressed by Connell when she notices that “[t]heories of discourse
have not overcome the split between mind and body, they have made bodies the objects of
symbolic practice and power but not participants” (Masculinities 59). Indeed, the two main
characters studied in this chapter, being sportsmen, are hegemonic figures respected and adored
by their fans. They are aware of their position and try to go further and reach another realm with
their superiority. As a consequence, their bodies are put in danger and they both fail. Exterior
forces and the very same people who idolize them enclose these masculinities in a position of
object despite their hegemonic status. The two plays studied in this chapter, Víctor Hugo Rascón
Banda’s Máscara vs Cabellera (1985) and Noé Morales Muñoz’ Hítler en el corazón (2010),
acknowledge the importance of physicality in the construction of masculinities, and warn against
the dangers of reducing these men to simple bodies enclosed in an object position that,
paradoxically —as hegemonic entities— serve to subject others, the non-hegemonic
masculinities.
In order to approach both works, I would like first to consider Pierre Bourdieu’s notion
that a system of domination would not be that strong if it were not “embedded in things and
bodies” (41). Michel Foucault had already also considered the function of the body in our
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society: “the body is also directly involved in a political field; power relations have an immediate
hold upon it; they invest it, mark it, train it, torture it, force it to carry out tasks, to perform
ceremonies, to emit signs” (25). The signs that the bodies discussed in this section necessarily
emit are those of hegemony and superiority. Following these authors and, although, I agree that
“the male body is only one aspect of what masculinity might be” (Campbell and Griffith 176), I
consider it essential to study how the body, its representation, and appearance (or almost
apparition like in the case of Hítler en el corazón) in the stage, determine the construction of
masculinity, in particular in relation to Mexico and its culture and history.
As discussed in the introduction, both Robert McKee Irwin (2003) and Héctor
Domínguez-Ruvalcaba (2007) have emphasized the presence of the male body in the novels of
the Revolution with quite a deal of homoeroticism. The intention is to exalt the lower-class man
who fought in the Revolution in contrast with the previous model of masculinity of Porfiriato
times (Irwin 117). But those same “[r]evolutionary discourses dress masculine bodies with a
series of virtues that instead of referring to rebel values, materialize in a sort of bellicose
eroticism that translates military skills into a body that seduces, attacks, and penetrates”
(Domínguez-Ruvalcaba 56). While they fight, the soldiers’ and heroes’ bodies are described with
delight or, as Irwin asserts, as “object[s] of scopophilia” (129). The paradox then consists in that
while certain valued traits of a traditional masculinity —like bravery and loyalty— are praised
and reinforced as hegemonic, the line between admiration and desire threatens those same
values. Indeed, Irwin argues that most times the male bodies seem more desirable than the
feminine characters. The homophobic feelings that inevitably result from this homoerotization
are commonly confronted with a heightened appraisal of traditionally esteemed aspects of
masculinity —like homophobia and the denigration of women— and quite often simply excused
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because of the specificity of war as their setting. War is a homosocial setting where men’s need
to connect with each other is increased. This is often achieved through the admiration of a
common idolized man of arms and his masculinity. The same homosocial bounding with the
corresponding idealization of revolutionary heroes are seen as essential by the politicians
governing the country right after the war in order to reach and maintain national unity. In Ilene
V. O’Malley’s words, “[m]ystification is central to the official ideology of the Mexican regime
as well as to the political culture which supports and is supported by it” (4-5). Although those to
become heroes were well known and even popular at some point, as O’Malley notes,
“mystification of the revolution was guided by the government […] and co-opted the
revolutionary potential of the popular classes” (7). O’Malley relates how sometimes heroes were
used as symbols of national unity —like in the case of Madero and Carranza—, and with others,
certain paradigmatic features of masculinity were emphasized in order to diminish the by then
dangerously revolutionary potential emanated from their personalities — like with Zapata or
Villa. “Masculinization” was, as a matter of fact, a common trait in the propaganda surrounding
national heroes and this “encouraged a transference of the feelings they inspired to the
government itself, which thereby symbolically claimed the role of the supreme patriarch” (140).
Theatre has not played such an important role in the glorification of revolutionary heroes
(and their bodies) if compared to their representation in statues and monuments, the novels of the
Revolution, and the Mexican movies of the period known as Golden Age. The naming of plazas
and streets after those heroic figures and public education have influenced Mexican population
much more than the representation of plays such as María Luisa Campo’s El corrido de Juan
Saavedra (1929). Represented by the Comedia Mexicana, a company founded by intellectuals
and supported by the government, this play did not have the expected success maybe because of
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its popular tone when its actual audience was middle class (Río 145). More frequently, theatre
has been criticized, censored or ignored by the critics investing in the mythologizing of those
heroes. Mauricio Magdaleno’s Emiliano Zapata (1932) was badly received by the critics of his
time because Carranza’s involvement in Zapata’s assassination is hinted, something that could
not be accepted by the official historic discourse of the time.64 There is some kind of aversion
towards the representation of history on the stage, as can be seen in Marcela Río’s comment
about Federico Schroeder Inclán’s Doroteo (1960): “si los textos dramáticos no históricos son
deficientemente estudiados, esta circunstancia se agrava, cuando se suma a lo dramático, lo
histórico” (181). More recently, we can talk about simple censorship when Vicente Leñero’s
Martirio de Morelos (1983) was indefinitely postponed by the UNAM authorities. Morelos was a
national hero of whom the president at the time, Miguel de la Madrid, was a devoted admirer.65
Although Leñero’s intention was to create a more human image of the hero, the highest political
circles feared that the performance would depict Morales rather negatively.66
Despite the seemingly little impact that theatre might have caused in Mexican society in
relation to the deification of national heroes,67 I contend that theatre is a privileged space for the
study of masculinities. If we agree with Connell in that “bodies, in their own right, do matter”
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Venustiano Carranza, Obregón, Villa, and Zapata rose against Victoriano Huerta, and once they won,
Carranza became Primer Jefe. The social reforms for which Zapata fought for were never considered by
Carranza, who wanted both Villa and Zapata to resign. Zapata never did and since Carranza and his army
could not defeat him, the now president of Mexico ordered his General Pablo González to stop Zapata by
any means. Pablo González and his subordinate Colonel Jesús Guajardo deceived Zapata into believing
that Guajardo was defecting to Zapata. On April 10th, 1919 Zapata went to Hacienda de San Juan,
Chinameca, expecting to meet his now supposedly ally Guajardo, whose men received Zapata riddling
him with bullets.
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José María Teclo Morelos y Pavón (1765-1815) was a priest and revolutionary who led the
Independence of Mexico from Spain. Leñero focuses on the last days of his life, when he was captured,
tried, and executed by the Spanish authorities.
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The play was finally performed after coming to an agreement that consisted of running the three first
performances for a private audience. See Leñero’s own recount of it in Vivir del teatro II (226-256).
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This and the few plays mentioned might give the idea that the Revolution was not an important
thematic presence in Mexican theatre. To prove the opposite, see the anthology of plays by Cantón.
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(Masculinities 51), seeing heroes physically represented by other male bodies and their poses
must have a powerful effect in audience’s imaginary (as some of the reviews will show). The
characterization chosen by dramatist, director, and actors of those historical figures —as shown
in pictures and performance descriptions— corresponds to (or, on the contrary, subverts) official
and popular expectations not only in terms of traditionally transmitted features but also of what
those men are supposed to be like according to the dominant paradigm of masculinity.
The heroes in our two plays, Máscara vs Cabellera and Hítler en el corazón, are not
soldiers but the function attributed to their bodies is similar to the hegemonic masculinities
preceding them historically. As a matter of fact, soccer and lucha libre, the two sports at the
background of the two plays, are examples of what Eric Dunning distinguishes as “modern
combat sports,” meaning those sports in which “violence in the form of “play fight” or “mock
battle” between two individuals or groups is a central and legitimate ingredient” (81). In times of
peace, there is still a very strong need of producing a feeling of belonging to the same team,
loving and dying for the country. As Carlos Monsiváis explains, since the forties, the
“mexicanidad” —the Mexican identity— “no viene de los registros plurales de la historia y las
vivencias personales, sino de la homogeneización del cine, de la radio, de la historieta, de los
deportes, del mundos de las celebridades” (“¡¡¡Goool!!!” 61, my emphasis). Monsiváis asks
rhethorically when describing the World Cup in Mexico in 1986: “¿Qué es un campeonato de
futbol sino la Enésima Guerra Mundial?” (“¡¡¡Goool!!!” 63). The combat element is even more
obvious in lucha libre, and it must be added that in contrast with boxing, this specific type of
free-style wrestling is distinguished by the archetypical characterization of the wrestlers,
particularly representing good and evil (Grobet et al. 310).
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The protagonist of Máscara vs. Cabellera is Apolo, a successful wrestler very much
loved by his fans and respected by his teammates and opponents. According to Victor J. Seidler,
“[s]ex is the way we [men] prove our masculinity” (23). Apolo’s sexual appeal is obvious to
everybody by the fact that his girlfriend, although independent and desired by many, is
completely devoted to him. The main character of Hítler en el corazón is also presented as
successful with the opposite sex in the first of the three sections of the play where apparently
three women describe their love encounter with the sportsman. We do not know his name and we
never see him on stage, but he is the main point of reference in the otherwise unconnected scenes
of the play. Like Apolo, Noé Morales Muñoz’ soccer player is highly admired, and the media
and advertisement world play an essential role in his glorification. His fans’ fervor reaches the
point of violent reactions when the young man dies in the field. As with the revolutionary heroes
and as we will see more in detail in the analysis of each play, these men’s bodies are claimed as
symbols of national unity by the governing forces.
Such a unity can only be demanded because the masculinities analyzed in this chapter
correspond to the hegemonic paradigm of their time. Messner and Sabo emphasize how attention
must be paid to masculinities as well as to femininities so that not only women “appear to be
gendered” (13). The same can be said about hegemonic masculinities. Focus on subordinate
masculinities makes hegemonic representatives look like they are not affected by the system like
the rest. Bruce Kidd is right when he says that “[t]here is little scope for the full expression of
different masculinities in sports” because “the broad range of actual masculinities in sports is
subordinated in public discourse and institutional expectation to a single dominant or hegemonic
masculinity” (37). Nonetheless, I believe that statements like this divest hegemonic masculinities
of their relativity and fluidity, which are features to be emphasized in relation to all gendered
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subjects. A hegemonic masculinity, like any other gender performance, must “act out” its
position, depending on the circumstances and adapting to them. “‘Hegemonic masculinity’ is
always constructed in relation to various subordinated masculinities as well as in relation to
women” (Connell, Gender and Power 183). As if written to highlight this, the hegemonic
masculinities analyzed here will have a rather irrelevant role in the depiction of their status,
whereas the supporting masculinities and the femininities in the play will afford us with much
more information about their hegemonic position and what this entails. Theatre stands out as the
perfect scenario for the study of masculinities, since these are not conformed on their own, but
rather by contrast and relation to others. The main characters of these plays do not give
monologues (unless they are reproduced, and so, mediated by other characters) and, when
present, they always appear in the company of others. There is rather a tendency to have others
talk about them as part of their narration or in some referential form. The fact that their
hegemonic position is somehow discussed or reestablished either by others or by themselves
proves that “[t]he gender order is […] a social system that is constantly being created, contested,
and changed (Messner, Power at Play 18).
In addition to the focus on hegemonic masculinities, there are other reasons that make
what Messner calls “organized sports”68 a valuable research ground for the study of gender in
this particular chapter. As an institutional organization, sports mirror social relations out of the
playing field through two broad and main features: “competition and hierarchy among men,
exclusion or domination of women” (Connell, Masculinities 54). As a result, athletic competition
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I borrow this modifier from Messner’s “Masculinities and Athletic Careers” (99) in order to avoid
Carole Oglesby’s criticism to the collection of articles Sport, Men, and the Gender Order for “us[ing] the
word sport as if there were one universal meaning to the word” (Oglesby 243). From now one, when
talking about sports I will be referring to “organized sports” in the sense of an institution in which male
athletes tend to be privileged over sportswomen. Another valuable term, also used by Messner in Power
at Play is “athletic competition.”
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is a sort of microcosm of men’s ideology and behavior towards each other. Specifically, this
microcosm is seen as “a male institution, not just in the numerical sense […] but, more
importantly, in the values and behavioral norms it promotes and ultimately naturalizes, both on
the field and in organizational hierarchies” (Whitson 20). Women in Máscara vs. Cabellera and
Hítler en el corazón are not participants in the sports depicted. However, the few female
characters in these plays occupy a special place as spectators, not necessarily opposing the
structures of institutionalized power, but still emphasizing an attitude in the opposite sex
different from traditional subordination.
These social relations mirrored in sports “are both realized and symbolized in the bodily
performances” (Connell, Masculinities 54). Dominance, support, rivalry, and even seduction are
all relationships represented among the bodies in the field or arena. Curiously enough, those
“bodily performances” owe their meaning to the sporting institutions housing them: “Running,
throwing, jumping or hitting outside these structures is not sport at all. The performance is
symbolic and kinetic, social and bodily, at one and the same time, and these aspects depend on
each other” (Masculinities 54). These characteristics considered by Connell emphasize the
relevance of sports for the present chapter, given our focus on the physicality of masculinity and
its conformation. A sport “provides a continuous display of men’s bodies in motion”
(Masculinities 54). Fans address our attention towards the sportsmen’s bodies when they try
desperately to touch them (Rascón Banda, Máscara vs. Cabellera 202, 248; Morales Muñoz,
Hítler en el corazón 33). Apolo himself calls attention upon the importance of taking care of the
athletic body eating healthy and criticizing his teammates’ physical appearance (Rascón Banda
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239).69 However, it is actually doubtful that we could agree with Apolo’s criticisms since the
actors, according to the pictures and the critics’ reviews, seemed to be in an excellent shape.
They received personal advice in the Arena Jalapa70 and trained during a year in order to prepare
physically and to learn the right techniques.71 In scene IX, while Shula is trying to seduce Apolo,
the director had some of the wrestlers dance with her, adding in the performance more of those
“bodies in motion.” In the case of Hítler en el corazón we do not see the soccer player’s body but
the other characters direct our attention towards his body. The women of the first section depict
him as a sexually desired body whereas the commentators and the fan of sections Two and Three
make out of his body a national symbol. The soccer player’s body is objectified and
fragmentized. The obsession with a certain part of his body will be interpreted as fetishism.
The physicality of the sports considered here, soccer and lucha libre, is particularly
relevant if we remember once more their classification as modern combat sports. The display of
violence to which we are used to these days is quite minimal if compared to their roots, “a set of
locally variable medieval and early modern folk games […] played according to oral rules”
(Dunning 81).72 Even in its origins, critics do not doubt to emphasize the relationship between
these games and patriarchy (Dunning 81). The creation of rules to control that violence or, in
other words, the further civilization of these sports occurred in the nineteenth century both in
England and the United States.73 Certain changes particular to the modernization that these
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The day before the big fight, Apolo refuses to eat traditional Mexican food, because – like he tells to his teammates – it has a lot of fat in it: “¿No se han visto en un espejo? Están panzones. Parecen viejas embarazadas. Y todo
es por la grasa, los tacos y los frijoles” (239).
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Arena Jalapa is one of the main lucha libre venues in Mexico and it is located in Veracruz..
See Fediuk’s article “Proceso de creación. Máscara vs. Cabellera desde la cocina” and Rascón Banda’s
own account in the interview led by Pineda Baltazar. Both articles are cited later on.
72
He is actually referencing an earlier collaboration: See Dunning and Sheard.
73
For England, see Dunning’s article. Messner and Kimmel’s work focuses on the U.S. and they are
mentioned right below.
71
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countries were living translated into threats74 for the men who had traditionally been most
powerful, that is to say, the “upper- and middle-class, white, urban, heterosexual men” (Messner,
Power at play 18). These changes were brought “by the New Woman’s movement into public
life, by feminism, and by working-class, ethnic minority, immigrant, and gay men” (Power at
play 18.). The organization of sports as we know them today was a reaction of those men, like
Kimmel illustrates with the case of baseball in his article “Baseball and the Reconstitution of
American Masculinity, 1880-1920.” Since soccer and at least a first form of lucha libre where
imported to Mexico from Europe and the United States, a similar analysis can be extrapolated.
Salvador Lutteroth founded the Empresa Mexicana de Lucha Libre in 1933 based on a
“lucha libre match he had seen in Texas while on assignment there for General Obregón”
(Grobet et al. 20). By then, Mexico lived a relative period of peace, since not just the Mexican
Revolution had ended, but also the Cristero War, the most significant relapse into turmoil related
to the revolution. It makes sense that sports such as lucha libre were institutionalized as people
had time once again for some entertainment. In terms of men’s gender, the arenas would become
a space for men to display their masculinity now that the war was over. Since the thirties, lucha
libre would develop in Mexico its own rules. “The Mexican version of the French catch-ascatch-can,” it is “a combination of Greco-Roman and U.S. wrestling styles” (316). It “has more
to do with dance than with the weight lifting, with muscles playing no more of an important role
than the head in getting the choreography right” (316). For Monsiváis, the “Época de oro” of
lucha libre is the only one that really belongs to the popular culture in Latin America. It does not
last more than forty years (7). Those forty years started in the 1940s, after Lutteroth built Arena
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In agreement with feminist Gardiner, I avoid the use of the word “crisis” to refer to men’s feelings as a
consequence of these threats, since it gives the impression that “a golden time of unproblematic, stable
gender” (14) existed.
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Coliseo in Mexico City due to the popularity of lucha libre, or in the early 1950s with the rivalry
between El Santo and Blue Demon. Like with the Novels of the Revolution, lucha libre would
make the leap to movies (316) and televsion. After soccer, it is probably the most popular sport
in Mexico (316).
Soccer was mainly a sport practiced by the elite classes of most countries in Latin
America who imported it from Europe at the end of the nineteenth century in their “afán de
‘sentirse modernas’” (Angelotti Pasteur 212). It is around that time that the first official sports
tournaments were organized and that sports became part of public schools curricula (216).
Enthusiasm for soccer spread out very fast and “ya para mediados del siglo XX, este había sido
adoptado como el deporte preferido entre las clases bajas y medias tanto urbanas como rurales
del continente” (212). Unfortunately, Mexico’s national team has not proved to be a strong
international competitor. This has not diminished the audience’s support and enthusiasm as can
be corroborated in Monsiváis’ reflection about the world cup in his 1986 article “¡¡¡Goool!!!”
The first soccer team founded in Mexico was Pachuca, in the state Hidalgo, brought by
the English miners working in the region (Fábregas 101). The most dramatic and important
Mexican team, the Guadalajara, according to Fábregas (106), was founded by a Belgian
merchant (99). In that region, soccer was supported by the Church, which meant that “el nuevo
deporte no encontró resistencia, ni social ni cultural” (101). “[El] Guadalajara convocaba el
espíritu popular” (101), while its current greatest opponent, the Atlas team, was created by “los
hijos de la aristocracia tapatía que estudiaron y jugaron en Inglaterra” (101). This explains
historically the fact that the antagonism between both teams is felt in terms of social class and
that “[l]os seguidores del Rebaño [another term referring to the Guadalajara team] que
pertenecen a las clases populares, se ven a sí mismos representados en una contienda contra los
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detentadores del poder y la riqueza” (72). The Guadalajara supporters experience a similar
feeling in their rivalry against the team América, not so much because of the opposition between
social classes but because of an essential opposition within Mexico, defining the identity of
many of their citizens: capital vs. states. In our introductory chapter, we mentioned already how
most theatre is presented in Mexico City, and how those plays created in the states have
difficulties to gain relevance. The same can be said in the realm of soccer, except that the team
Guadalajara has many more supporters than the América, and that the tendency is to consider the
former the national representative. This latter fact is due to the lack of foreign players in the
Chivas75 team, which is a characteristic that the team is proud to keep. We do not know to what
team our soccer player belongs, but his fans certainly seem to come from the popular classes.
This can be deduced by the reporters’ disdainful references to them and by the immigrant status
of the super fan of the last section, as I will discuss later.
Víctor Hugo Rascón Banda wrote Máscara vs Cabellera commissioned by the director
Enrique Pineda and a group of actors of the Theatre Department of the University of Jalapa,
Veracruz.76 He was asked to choose to write about “el mundo de los charros,77 de los futbolistas,
de las mujeres que concursan en los certámenes de belleza o del mundo de los luchadores”
(Pineda Baltazar 23). According to the author, “[e]stos microcosmos encierran y retratan
fielmente lo que sucede en una sociedad” (Pineda Baltazar 23), an idea that we have already
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This is another term to refer to the Guadalajara team. It was given by a journalist during a bad game
played by the team and the fans appropriated the term with pride (Fábregas 103).
76
“En el año 1984 la administración de la crisis económica produjo cambios en el “magno proyecto” de
cultura de la Universidad Veracruzana (UV), reduciendo las tres compañías —la Compañía Titular de
Teatro, conducida por Marta Luna, el Foro Teatral Veracruzano, dirigido por Raúl Zermeño y la
Infantería Teatral, encabezada por Enrique Pineda— a lo que se conoce actualmente como la
Organización Teatral de la Universidad Veracruzana (Orteuv)” (Fediuk 128).
77
A charro is a popular character in Mexico’s rural mythology. He is normally a horseman and a
landowner.
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discussed in relation to sports. Once he decided on the world of Mexican freestyle wrestling, the
group company started working before they had the play as a whole written. As a consequence,
the early stages in the construction of the play, aside from its written form, were mainly physical,
which makes this play extremely attractive for this chapter. Elka Fediuk, the actress to represent
one of the few female characters, Shula, describes the creative process of the play from the point
of view of the actors. She points out that despite the excellent physical preparation of the men
who were going to act as wrestlers, they also:
tuvieron que aprender a resistir el dolor para poder jugar con los rebotes, utilizar el peso
de su cuerpo como impulso y como freno, comprender las dinámicas de las coreografías
aéreas y aprender las posiciones en que se sujeta el cuerpo de contrincante […] No fue
posible evitar accidentes […]. (Fediuk 133)
Learning how to use one’s body, to endure pain, and to tolerate accidents, are all part of
what defines the athletes’ world. The other physical aspect was the frequent visits to the Arena
Jalapa through which the actors managed to familiarize themselves with lucha libre (Fediuk
133). They even went to meet Blue Demon, one of the most famous Mexican wrestlers, only
compared to his opponent El Santo (Fediuk 134). These physical experiences affected the actor’s
personal relation to the world to be depicted in the play:
Este y otros acontecimientos nos imbuían en una atmósfera mística, como si entre estas
vivencias se estuviera cohesionando el grupo. Y no sólo en un real trabajo de ensayos,
sino también en las pláticas con los tacos y cervezas cuando se comentaba el reciente
ensayo, la última lucha o los accidentes y progresos de entrenamiento. (Fediuk 134)
The physical preparation and the identification with their characters influenced the relationships
among the members of the group even after rehearsals. Like Connell explains in relation to
sports, “[t]hrough body-reflexive practices, more than individual lives are formed: a social world
is formed” (Connell, Masculinities 64). The group of actors was not exempt from being affected
by the gender ideology prevalent in a competitive sport as lucha libre. Commenting once again
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on her male partners, Fediuk describes “una fascinación y una suerte de competencia entre los
actores como si entraran en las reglas de este oficio” (134). Competitiveness became an
individual trait for the male members of the group as well as a feature in their relationship with
each other. The process lived by these actors mirrors the way in which men learn and assimilate
the masculinity ideology imposed by their society.
The result was a performance in which the physical presence of the actors was impossible
to miss. They had plenty opportunities to show how well physically prepared they were for the
performance and how closely their moves simulated those of real lucha libre wrestlers. Another
factor that cannot be ignored is that these men’s attire showed most of their body naked. One of
Sylvia Molloy’s conclusions about the homosexual panic in Latin American’s entrance in the
twentieth century is “the near-total suppression of the male body from Latin American literature”
(49). The male intelligentsia in charge of enlightening the continent towards the right
modernizing program, always ran the risk of feeling attracted to their only (male) companions.
Although Latin-American modernists emulated Europe, they “tend[ed] to distance themselves
from transgression” (Molloy 41), and so, Molloy depicts them as highly concern with “morality.”
A way of protecting their moral standards, especially after Modernism, ensued hiding the male
body.78 Things have somehow changed by 1985,79 when Rascón Banda’s play is being
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Molloy notices in a footnote how this aspect was not particular to Latin America and quotes L. Mosse’s
Nationalism and Sexuality. Middle-Class Morality and Sexual Norms in Modern Europe (1985) in order
to prove it. Domínguez-Ruvalcaba also discusses Modernism in Mexican painting and literature. Since
the (male) body was a new aesthetic norm for Modernism, “naked male sculptures arrived as part of
modernity” (17), particularly in the Real Academia de las Artes de San Carlos. On the contrary, “from
independence to the postrevolutionary period, masculine bodies in nationalistic paintings were dressed
with allegorical codes” (13). After the Mexican Revolution, the tendency is to emphasize virility as Diego
Rivera’s paintings might exemplify, although Domínguez-Ruvalcaba also presents other painters and
points of view opposed to that of the famous muralist (28-30).
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performed,80 but we must ask ourselves what it meant to have a semi-naked body on stage or
even just references to it like we will see in Hítler en el corazón. According to Richard Dyer, “a
naked body is a vulnerable body” (262),81 because it lacks the prestige which clothes tend to
provide. In the case of lucha libre, there are a series of conventions such as wearing a mask or
having long hair, both being highly esteemed as proudly kept identity marks. The play’s title,
Máscara vs. Cabellera, refers to a common practice by which when opponents are one of them
characterized by his mask, the other by his long hair, the loser agrees to lose one or the other. At
the same time, each outfit contributes to the characterization constructed in the arena and
identifies the wrestler as unique. But also, as Dyer adds in his discussion, “the sight of the body
can be a kind of proof” (263). Their attire is made with the intention of showcasing the wrestlers’
muscles as a way of intimidating their opponents, since those physical characteristics will earn
them their victory. As Barthes points out, the wrestler’s body, including his costume, is the key
to the contest (15). However, this fact does not exclude the previous quote; that is to say, there is
also certain vulnerability in the visibility of uncovered flesh that makes the fights more
attractive. Lucha libre has been criticized often for its theatricality, since people expect to see
real action. Barthes calls it “a spectacle of excess” and this is why he relates it to Greek drama
(13). A semi-naked body does not allow for much disguise in the wrestlers’ injuries and pain.
Consequently, we could conclude that if there is vulnerability, it is showed and sought after on
purpose. After all, like the white men of Dyer’s study, the bodies shown are built, which makes
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In the 70’s there was a trend of theatre in which nudism was quite exploited but of bad quality and
made with commercial intentions, very far away from the “teatro universitario” of the decade commented
in our introduction (Agustín 59).
80
Another play of the decade, Jesús González Dávila’s De la calle, directed by Julio Castillo in 1987, had
its main character completely naked on stage (although he might not have faced the audience for what we
can see in a picture of the representation printed in Paso de Gato, 2005, num 21, p. 27).
81
Dyer analyzes Hollywood films and how colonization is justified in the depiction of the white body,
which until the 1980s was rarely seen semi-naked.
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them appear “distinguished” since they need a lot of “spirit and enterprise” (263) to achieve that
“superior” physique. Like we will discuss more in depth later, the wrestlers of Máscara vs.
Cabellera are constantly related to classical mythology, despite being at the same time regular
Mexican men who did not grow up in easy environments, neither belonged to well-off families.
The link with Greek and Roman gods, like the origin of lucha libre itself, minimizes the
vulnerability of those semi-naked bodies (as well as any minimal possibility of embarrassment)
and highlights instead qualities such as superiority, balance, and perfection.82
As for the written evolution of the play, Fediuk describes it as a “novela ‘por entregas,’”
which “llegaba por partes que el director traía bajo el brazo desde la ciudad de México” (129130). That is probably the reason why Manuel Capetillo, in his review for Unomásuno, expresses
a first impression of “fragmentos aislados” (177).83 However, this way of working is very
interesting for our study, since it means the adaptation of the author’s imagined world and
characters to the physicality of the performing circumstances, in particular the actors. Rascón
Banda’s flexibility in his writing was, nevertheless, limited and it was the director Pineda who
decided to add changes to the play different from what the playwright envisioned. The printed
copy used here includes footnotes describing the cases in which the performed version was
different from the original and we will point at some of these differences. It is not the first time
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This is very much like the colonizing white bodies discussed by Dyer in contrast with the colonized,
which could be seen as something contradictory when talking about Mexico and, especially, the men
coming from popular classes who would become a lucha libre wrestler. I will develop this observation
later on when discussing certain reviewers’ reactions to the prevalence of classical mythological elements
in the play over local and indigenous references.
83
It was finally represented in June of 1985 in Jalapa. It was selected to open the Festival de Teatro
Latinoamericano in August of that same year in Mexico City and to represent Mexico en the VII Festival
Internacional de Teatro in Manizales, Colombia. It continued during November and December in the
Teatro Tepeyac. The following year, it was presented in several festivals and in the Muestra Nacional de
Teatro in Monterrey. In Jalapa it reached the hundred performances.
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that Rascón Banda’s plays are interpreted in a different way to how he imagined them,84 but he
consents as long as it does not contradict “la ideología del autor ni su particular visión de las
cosas” (Pineda Baltazar 21). In the case of Máscara vs. Cabellera, it seems that playwright and
author cooperated and Rascón Banda might not have completely agreed with some of the
changes, but he did not oppose to them either. He admits that he would not re-write this play
because he wrote it thinking of its actors (Mijares, “Hoja de vidas” 43).
Those “fragmentos aislados” are formed by scenes introduced by a title that most times
refer to a location (“II. Casa de Apolo,” “III. Detrás de los vestidores,” “IV. Carretera a Jalapa,”
“VII. En el gimnasio,” “XIII. En un callejón sin salida,” “XV. Taquería la Huerta,” “XVIII. El
anfiteatro”) or focuses on one or more characters (“I. Galería de luchadores,” “VIII. Confesiones
de Doña Paz,” “IX. Los amantes,” “VI. El promotor”). In either case, the scenes build up our
knowledge about a microcosm formed by lucha libre wrestlers: their personality, history,
motivations, and personal relations with each other. Female characters take us out of the arena
but in order to tell us more about the main character, Apolo García. The play also portrays the
relationship between the wrestlers and the company running the arena as well as the union
representing their rights. This takes us to a macro level in the social representation analyzed by
Rascón Banda: that of workers’ relations with the government through their labor unions.
Despite the apparent fragmented structure of the play, there is a main conflict and it must be seen
both within the micro level of the wrestlers and the macro level of workers and the government:
Apolo tries to change the electoral system of the union of wrestlers but those benefitting from it
and in power stop him by fixing a fight where the protagonist is (apparently) killed.
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In Rascón Banda’s own words: “Con Playa azul, con Los ejecutivos, con Contrabando, El deseo, que
considero mis cuatro obras que se representaron tal como yo las soñé. Los directores interpretaron los
textos sin traicionarlos, y todas las demás de mis cuarenta y tantas obras yo les he dado libertad” (Day,
“En sus propias palabras: Víctor Hugo Rascón Banda” 25).
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Scenes such as “Carretera a Jalapa” and “El recuento” diversify the location of the play,
by moving us from the specific arena where Apolo and the other characters fight to other arenas
where Apolo is trying to recruit supporters for his cause. It seems that the sportsmen’s union
representatives have never been chosen truly democratically. The close relationship between the
union leader, El Chino Rojas, and the promoter signals that they have mostly worked towards
making more money and not so much to improve the wrestlers’ working conditions. This reflects
the situation of all other labor unions in Mexico who were controlled by the CTM
(Confederación de Trabajadores de México), the largest confederation of unions at the time,
founded in 1936 by President Lázaro Cárdenas. As Fernando de Ita reminds us in his review of
the play, the wrestlers union against which Apolo is fighting “históricamente, fue uno de los
primeros pilares de la CTM” (“Drama en el encordado” 173). The workers’ situations improved
but only through negotiations carried out by the CTM, which always remained closely tied to the
government. The case of theatre actors is representative of the discontent felt by workers after so
many years of what Aguilar and Meyer call the “monólogo institucional” (240) lived in this
“Mexican democracy:”
A fin de año [1977] la noticia fue la división en el sindicato de actores (ANDA): un
grupo numeroso encabezado por Enrique Lizalde en un principio se opuso a la relección
del charro Jaime Fernández, hermano del Indio Fernández. Este grupo acabó formando el
Sindicato de Actores Independiente (SAI) y llamó la atención no sólo por su lucha
democratizadora y contra la corrupción sindical, sino porque en sus comienzos en el SAI
coincidieron María Félix, Silvia Pinal, Ofelia Guilmain, Ofelia Medina, Gloria Marín,
Claudia Islas, Irma Serrano, July Furlong, Julio Alemán, Joaquín Cordero, Óscar Chavez,
Claudio Brook y otras estrellas connotadas. El gobierno, las productoras privadas y
Televisa cerraron filas para apoyar a la ANDA, uno de los sindicatos más viejos de la
CTM que había sido encabezado por Cantinflas, Jorge Negrete y Rodolfo Echeverría, sin
que eso, en términos democráticos, significara gran cosa. Lizalde y sus actores
independientes se movilizaron, pelearon y presentaron una gran perseverancia, pero no
pudieron nada contra la muralla que se les oponía y contra el hecho de que el gobierno
estaba empeñado en parar la oleada de sindicalismo independiente a como diera lugar. A
fines de 1978 se inició la desbandada en el SAI y la crisis se precipitó en 1983, cuando 53
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actores de los más fieles retornaron a la ANDA. En ese mismo año Alejandro Aura
entonó el canto del cisne del SAI con la obra teatral Salón Calavera, y en diciembre de
1985 se extinguió el primer intento de crear un sindicato de actores independientes en
México. (Agustín 156)
Both Apolo and Lizalde’s main point of discontent had to do with the electoral system
within the unions and both of them ended up failing at opposing the monolithic power limiting
controlling their society. The presidential elections of the country are also reflected in the
questionable democracy within the labor unions. Despite the initial claims of the Mexican
Revolution, popular vote was not a reality in Mexico because of the strength and influence of the
main political party, the PRI, and because the president was the one to choose their presidential
candidate. In addition to that, electoral fraud could hardly be denied. In this sense, Ita declares
that “Rascón Banda se interesa sobre todo por darle voz al descontento social que han provocado
75 años de Revolución” (Ita, Prólogo 5). In the eighties, that “descontento” was expressed in the
ballot boxes: in states such as Chihuahua, Guanajuato, and Durango, people’s opposition to the
PRI made them vote for the PAN, a right oriented party (Aguilar and Meyer 267). For the
national elections of 1988, a democratic coalition formed a new political party, the FDN (Frente
Democrático Nacional), which gave great hopes of change to the Mexican people. Electoral
fraud frustrated those hopes once again. This happened after Rascón Banda wrote Máscara vs
Cabellera, but it gives us an idea of the atmosphere of dissatisfaction that could not be missed by
such a socially and politically compromised author as Rascón Banda. Although he regrets not
having dedicated his life more fully to theatre because his other occupations (with which he
actually made a living), Rascón Banda was always a big advocate and fought for having the
government keep the promises made to artists like himself (Partida Tayzán, Dramaturgos
mexicanos 30).
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The scene called “El sindicato” gives us insight into this institution and the close ties
between its functional mechanisms and gender. El Chino Rojas is trying to convince Apolo to
stop in his endeavor but he seems to lack well-grounded reasons. Instead, he resorts to a
masculinity ideology that diminishes the wrestler’s hegemony while reaffirming his own both as
a personal entity and as representing the labor union of which Apolo is a member, and thus, a
subordinate. During their conversation or, better said, the leader’s monologue, El Chino Rojas is
constantly drinking and smoking, which might contribute to his attempt to impress Apolo as full
of confidence and self-importance. However, this behavior contradicts his role as director of a
supposedly healthy group of men who depend on their bodies to make a living. In addition to
threatening with closing the arena, he uses a patriarchal discourse when he insists on Apolo’s
young age in contrast with his fifteen years of active participation at the labor union of which he
was a founding member. El Chino Rojas calls Apolo “muchacho,” “chamaco” (Rascón Banda,
Máscara vs. Cabellera 222), “chaval” (223), and “mocoso” (224) and tells him things like “hijo,
tú eres muy joven” (222) and even “[n]o eres más que un bebé” (223). Some of these terms are
hyperbolic —obviously Apolo is not a “chamaco” any more, much less is he a “baby”— and
some are even depreciative or insulting, such as “mocoso.” The recurrence to one adjective or
another shows El Chino Rojas’ changes in mood as he feels more or less in control of the
conversation. In addition to pointing out at Apolo’s lack of experience, the union leader’s
intention in addressing Apolo with the aforementioned epithets is to call upon a father-son
relationship. In this sense, the union is supposed to care for its members as a father for a son, but
it also implies the sons’ subjugation to the paternal decisions and ruling. This rhetoric sounds
like the one used by the PRI as a way to excuse the party’s often contradictory, despotic, and
even illegal rule. The reference to the paternal role as a way to demand obedience is one of those
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gendered idioms with which a cultural hegemony exerts its power. As an example of this, El
Chino Rojas explains the way in which he and the union take care of its workers: “como si
cuidáramos a una hija nuestra que apenas ha cumplido quince años y hace su debut en sociedad”
(222). This bourgeois mentality by which one aspires to raise in the social ladder contradicts the
equalitarian and classless promises made by the Revolution and the government coming out of it.
The truth is that a new middle and high-middle class has grown and that those who once fought
just for having the voice of the poor been heard, now have “magníficas relaciones con los
señores del dinero” (223). The gap between the country’s new political reality and its allegiance
to a past that gave those in power its ruling position is the only explanation for the combination
of the previous quote and terms such as “conciencia de clase,” “combatir las injusticias” (222),
and “mis compañeros” (224) in the same intervention.
Apolo happens to take very seriously those promises, particularly to be “libres de elegir”
(224), which being said by El Chino Rojas, a leader of a party who has been in power for fifteen
years (as he acknowledges), sounds almost surrealistic when they do not allow any opposition.
He obviously understands what Apolo is fighting for when he ironically remarks that “no quiero
eternizarme en el poder” (223) although he has already done so.85 Instead of recognizing that he
feels that his present and personal comfort is in danger, he accuses Apolo of threatening
everybody’s stability: “¿por qué lo [the union] quieres dividir?” (223). The manager portrays
Apolo as the opposing force to the unity achieved, doing what the cultural hegemony, that is to
say, appropriating the myth by which he and the union represent those sacrificing themselves for
the nation, whereas Apolo threatens with interrupting their process of modernization. In a more

85

The Promoter shares El Chino Rojas’ belief and his words also sound very much like PRI’s discourse
when he tells Cerebelo that “los cambios del sindicato deben venir desde dentro” (232).
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indirect way, El Chino Rojas also accuses the wrestlers themselves for the possible
malfunctioning of the union, since it “había sido formado para ir en la madrugada a sacarlos de la
delegación, cuando se emborrachaban y les pegaban a sus viejas o cuando armaban escándalos
en las cantinas” (223). Although a second ago, El Chino Rojas was defending false and negative
images of sport players,86 now he enforces other stereotypes that relate them to the macho with
inferiority problems identified by Samuel Ramos and made famous by Octavio Paz. Rascón
Banda’s text indicate that Apolo and El Chino Rojas are at the latter’s office, but the director
decided to make out of this scene a political meeting. This made for the audience a more obvious
connection between the conflict Apolo vs. El Chino Rojas and the political reality of the country.
The luchadores were all present and this gave the scene more of a theatrical quality, intensifying
the performatic aspect of El Chino Rojas’ “speech” both as a political move and the assertion of
his own masculinity in contrast to Apolo’s.87
For Apolo, his opposition against the labor union is a logical extension of his fights in the
ring. Coming back to “Carretera a Jalapa,” Apolo and some of his closer friends are waiting for a
bus that will take them to some kind of meeting where they will discuss their political demand. A
kid who must live around the area is curious about these lucha libre wrestlers and asks why they
are there. Apolo’s answer is: “Los luchadores no siempre luchan en la arena” (208). Sport’s very
physical nature entails special significance because of the fundamental link between social power
and physical force. “Sport is a major arena in which physical force and toughness are woven into
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“Es el único sindicato que ha trabajado con conciencia de clase, abatiendo todos los obstáculos que ha
ido encontrando en su camino, como esas empresas anticuadas que piensan que cualquier deportista que
se encuentra unido es un cochino comunista” (222). It must be also noticed that the anti-communist
rhetoric was also used by the Mexican government in order to excuse their actions.
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The wrestlers were also present in the previous scene as they danced with Shula, which is not in Rascón
Banda’s written version either, and so, the major presence of the men on stage can be considered a
general characteristic of the representation.
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hegemonic masculinity and the resultant ideology transmitted” (Bryson 173). This makes
essential for Apolo to win the fight. If despite having everything against him, he wins, Apolo
will not only prove his physical force but also that his ideas about having democratic elections
are right. After all, Apolo is a técnico wrestler, which means that, in opposition to the rudos, he
represents good and not only in the arena, but also away from it. In Elena Poniatowska’s
interview to El Santo, the famous wrestler explains why he behaves in the streets like he would
do in the arena:
[…] en la vida real debo responder a los ideales que vivo en la pantalla; han hecho de mí
un ídolo, y los niños y los adolescentes de veras creen que soy un defensor de lo bueno;
por eso, incluso, si voy enmascarado en la calle y se presenta un caso en que tengo la
oportunidad de defender a alguien o de hacer un bien, lo hago. (280)
At the level of gender, we can interpret that Apolo, as a hegemonic masculinity and aware of
his advantageous position, is trying to improve things for men like himself. Although he never
discusses it, we learn from others that Apolo’s origins were quite humble. Dolores, Apolo’s
mother, talks about how he would leave and disappear even for years, sending American dollars
or frozen fish to her (Rascón Banda, Máscara vs. Cabellera 197), from which we understand that
he took on all sorts of jobs. Doña Paz knows him well, since he was a little boy and she clarifies
that “a veces le salen contratos” (197) in an attempt to calm down Dolores when they do not
know where he might be. Dolores blames the old woman for inciting him to like lucha libre
when he was little. Her excuse is that, given their socioeconomic circumstances and how
dangerous being in the streets can be for a young boy, she actually encouraged him to do
something safe: “¿Y qué quería? ¿Que mejor se fuera solo para que se lo llevaran los robachicos?
Él era feliz cambiándome sus fotos y revistas” (199). From this quote we deduce that Apolo
never had a paternal figure to watch over him and that his mother was probably too busy trying
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to make an income for his support. Lucha libre wrestlers normally come from a poor working
class with very limited opportunities. In the interview just mentioned, El Santo talks about the
very poor conditions of his job as a wrestler at the beginning of his career. He recalls how it
would take them more than double the time than nowadays to go to the different cities and they
would do it in very old buses. The famous wrestler claims to have stayed in very dirty hostels
without proper beds and infected with cockroaches and to have fought often without having
eaten (Poniatowska 257-258).
The fact that Apolo is trying to improve the wrestlers’ conditions instead of just taking
advantage of his hegemonic position is a very noble act that shows a hegemonic masculinity
more concerned with his responsibilities than with his rights. For instance, he does not take
advantage of his success to seduce women, but rather seems faithful to one woman, Shula, with
whom he shares his life but does not even have sexual relations. However, he expects
everybody’s recognition of his superiority by showing respect and supporting him in his deed
against the union. When any of the other wrestlers is disrespectful, he does not doubt for one
second to use his strength in order to demand the esteem he deserves. As sportsmen, these men
are very aware of how their bodies are their main and only tool to achieve the hegemonic
position earned by Apolo. There is never a real discussion of what a change in the electoral
system of the union would signify for them or why this is a cause to be supported. It is simply
Apolo’s cause and that must be sufficient.
Apolo’s awareness of his hegemonic position is not something to be taken lightly.
Although the progression of this study might prove otherwise, his masculinity can hardly be
presented as something different from precedent heroic figures within Mexican history. Like
César from El gesticulador, Apolo does not consider the possibility of being defeated and, much
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less, assassinated. César and Apolo believe that they are going to succeed because their cause is
right. The difference is though that César’s is based on a lie, on an imposition. Técnicos fighters
like Apolo represent good and even though they know that the rudos will go against the
regulations as far as the referee allows, they keep fighting and believe that they will win.
However, when talking about lucha libre, it is difficult to ignore people’s beliefs that, most that
occurs in the ring is fake and has already been rehearsed or at least decided. The melodramatic
tone of lucha libre cannot be denied: moves are exaggerated, quite theatrical, and with a dancing
flavor. In her article about El Santo, Poniatowska brings up this question and later in her recount
to her visit with her kids to the arena, we hear it from other spectators. Needless to say, the
famous athlete denies that anything is preordained and he claims that he does not even know
what techniques he is going to use until he is in the middle of the fight. In the main fight that we
see in Máscara vs.Cabellera, referees are clearly bought or pressed by the owner of the arena
and the labor union president to let the rudos cheat more than usual. The rudos seem to know
that they will be allowed to break the rules or just get the hint by the referee’s behavior. But they
do not seem to have planned the moves that they were going to use and Apolo’s death might still
seem an accident. Maybe they were supposed to punish him hard for his political involvement,
but his death was not necessarily part of the plan.
Leaving aside the veracity of lucha libre, Apolo’s belief in his triumph also obeys what
we can consider here as the sportsman’s mindset. Within the hierarchy of competition, there are
winners and losers. Since he is not the latter, he must be the former. If César, as a historian and
intellectual, has his brain and knowledge to defend his cause, Apolo has his body. Athletes tend
to see their bodies as the instrument of their success and, at the same time, create some kind of
detachment from it. It is what Messner calls an “alienated” relationship with their bodies and a
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possible explanation to why “many injuries are simply ignored until they cannot be ignored any
longer” (Messner, Power at Play 75). Or, in Connell’s words: “The body is virtually assaulted in
the name of masculinity and achievement (Masculinities 58).88 In our case, we are not talking
about injures but rather about simply risking one’s life, since Apolo cannot be oblivious to the
fact that, having those in power against him, the rudos might actually kill him while fighting in
the arena. It is not ignorance on Apolo’s part but rather an aspect of his mindset: “the athletic
role, because of its narrow definitions of success and failure, limited the foundation upon which
his self-image was constructed” (Messner and Sabo 14). The dichotomy successful/failure
sounds very similar to the chingón/chingado axis. Neither Apolo nor César succeed against their
enemy and end up chingados and dead. Also, after their death, both men become even more
famous and more of a popular myth. When Apolo’s fall in the ring leaves him unconscious, his
body is moved “con respeto y cuidado” (Rascón Banda, Máscara vs. Cabellera 246) and taken to
the women, that is to say, his mother, his girlfriend, and the old Doña Paz.89 The resulting image
in which Apolo’s mother, Dolores, holds his son’s dead body between her arms received mix
reviews because of the obvious religious reference to a piety scene. Whether this was Rascón
Banda’s intention or not,90 or even if it was rather the director’s decision,91 the association
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These words are said in relation to Timothy Jon Curry’s essay “A Little Pain Never Hurt Anyone:
Athletic Career Socialization and the Normalization of Sports Injury” (Symbolic Interaction. Vol. 16, No.
3 (Fall 1993), 273-290) and the American wrestler interviewed for its writing.
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It is difficult to say whether Doña Paz is really Apolo’s grandmother or simply someone who helped
Dolores, his mother, to raise him because the latter always had to work. Rascón Banda might have used
the “Abuelita de la lucha libre mexicana,” doña Virgina, as inspiration for this character (See Grobet et al.
125).
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He denies having had religious intention in his play: “Nunca fue mi intención presentar alegóricamente
la pasión de Cristo ni elaborar un auto sacramental […] Enrique Pineda y yo nos pusimos de acuerdo para
que ni siquiera los actores fueran concientes [sic] de las similitudes entre la trayectoria del protagonista
Apolo García y la pasión de Cristo” (Pineda Baltazar 23).
91
Fernando de Ita points at the religious iconography added by Pineda for the opening scene: “ángeles
que bajan del cielo; santos con coronas de ídolos” (“Drama en el encordado” 173). Manuel Capetillo
relates all the references to Christ that he saw, but then wonders if he is exaggerating the “vision religiosa
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between Apolo and Jesus Christ established in the play and recognized by the reviewers results
in undeniable mystification. The audience seems to react once the ambulance sirens are heard
and then all of them “se empujan intentando ver y tocar a Apolo” (248). For his fans, he is no
longer just a great fighter, but also a hero. This is exactly how César Rubio will be remembered
(for the second time) as announced by his assassin and, in the following lines, as detailed to
César’s wife by one of César’s strongest supporters:
ESTRELLA: […] El cuerpo del señor general Rubio será velado en el palacio de
gobierno. Vengo para llevarlos a ustedes [the family members] allí. Se les tributarán
honores locales de gobernador; pero, además, considerando que se trata de un
divisionario y de un gran héroe, su cuerpo recibirá honores presidenciales y reposará en
la Rotonda de los Hombres Ilustres […] El gobierno revolucionario no olvidará a la
familia de su héroe más alto. (Usigli 129; my emphasis)
It must be noticed that in this quote, like in the references that we will keep pointing out about
Apolo García, the emphasis is on the hero’s body, and not so much his deeds or projects for the
improvement of society. The government takes over César’s dead body from his real family
because he, as a revolutionary hero, is part of the “revolutionary family,” even if his assassin is
among them. Popular heroes belong to the masses more than to their families and by taking care
of César’s corpse and the funerary honors after his death, the regime appropriates people’s faith
on their idol. On the contrary, Apolo’s body cannot be found after his death, and its
disappearance guarantees the union that, according to El Chino Rojas, Apolo was threatening to
break. This final scene establishes a stronger correlation between the wrestling fighter and Jesus
Christ by hinting at the possibility of resurrection. Apolo’s body was taken from the women’s
del espectáculo, acrecentándola al paso de la reflexión y de las horas” (“Los luchadores son como dioses”
178). I believe that some of the religious references might have also resulted from the rehearsals and the
way that the play took form, with the author handing written texts little by little. The actors might have
contributed with their own religious background and knowledge in the interpretations of their roles. This
is, for instance, Elka Fediuk’s case in her interpretation of Shula: she decided to resolve “el cúmulo de
mentiras y negaciones” with “algo valioso, tierno y verdadero, tocando el arquetipo cristiano de María
Magdalena” (130).
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hands by three men, and in the last scene, “El anfiteatro,” the young nurse who attends to the
women informs them that a man with Apolo’s name was admitted in the hospital the night
before. He had hit his head and lost consciousness but recovered and left. Doña Paz does not
believe this story and thinks that Apolo’s enemies are hiding his body because “le tienen miedo a
su cuerpo” (Rascón Banda, Máscara vs. Cabellera 250). In this way Doña Paz attributes to the
hero’s body magical powers that would frighten the authorities. The young nurse’s account does
not diminish the magical potentiality of Apolo’s body, since it would mean that he was strong
enough to survive to such a deathly fall. Dolores, on the other hand, believes that his son might
be alive and accuses Shula of not having faith.
The play ends with more questions than answers and with a great deal of mysticism. In
addition to not knowing what has happened with Apolo’s body and hearing the unrealistic beliefs
in his survival, the play closes with the assumed nurse’s body emanating “una extraña
luminosidad” (251). In the stage directions, this character was presented as being young and
dressed all in white. White is a common color for nurses’ scrubs, but the fact that it was specified
makes us wonder if we were induced to make the connection of this young man with an angel,
contributing to the mystification of the main character. The possible angel and the piety image
previously mentioned are not the only religious references in the play. One more case is for
instance scene XV “Taquería la Huerta,” which the author admitted that in the representation
“[r]esultó similar a la de la Última cena” (Pineda Baltazar 24). This scene is probably the main
reason why well-known theatre critic Olga Harmony calls the play an “auto sacramental”
(“Máscara contra Cabellera” 167).
Besides, religious allusions do not have only Catholic references. In scene II, Dolores is
conjuring up spirits to protect her son. She says that Apolo’s father is a volcano (Rascón Banda,
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Máscara vs. Cabellera 199-100) and Doña Paz compares him in the next scene to the wind and
the birds (201). The close relation between our Máscara wrestler to nature links him to preHispanic religions and beliefs. The same can be said about the fact that he is a masked wrestler,
taking into account the essential role of masks in indigenous rituals.92 As a matter of fact, the use
of masks in Mexican lucha libre was motivated by wrestlers’ search for inspiration in their
popular and indigenous culture for their own characterization. Finally, the religious references
also allude to classical times. The main character’s name, Apolo, is one of the twelve great
Olympian deities. Among other attributes, he was the god of nature, which takes us back to his
relation with indigenous beliefs. He was also a warrior god, and so it is a good name for a
wrestler. Physically, he “was depicted as a god of extreme beauty and great stature” (Grimal 48),
which coincides with the characterization given by Rascón Banda in his stage directions: “cuerpo
armónico y fuerte” (Máscara vs. Cabellera 187). Lucha libre is partly based on Greco-Roman
wrestling style. Rascón Banda acknowledges having written this play thinking of a “tragedia
moderna” (Pineda Baltazar 23) as its dramatic genre. This can be seen in the tragic development
of events towards which the main characters contribute without being able of imposing their will,
as if everything were predisposed by the gods beforehand. Enrique Pineda and his actors took the
author’s interest in classical tragedy applied to modern times quite seriously in their version of
the opening scene of the play. Rascón Banda imagined the presentation of characters as if in a
wax museum, so that all of them stayed completely motionless and in darkness until it was their
turn to be introduced. One by one they would be illuminated by camera flashes and only at that
point we would hear the crowd in the arena making noise and yelling their common imprecations
and praises to the fighters. In the actual performance, the director made use of all religious
92

See for instance Cordry.

78

allusions already mentioned and the good physical preparation of his actors to open the play in
the following way:
La obra se inicia con un extraño ritual. Se escucha una tormenta. En el centro del
cuadrilátero aparece un aro enorme que es encendido por la Sombra. A través de las
llamas, se introduce Apolo García y aparece dando una maroma. Sobre las cuerdas del
cuadrilátero aparece flotando una diosa con rasgos griegos y atuendos prehispánicos.
Apolo García se le acerca. La diosa le entrega una máscara. Apolo se cubre el rostro. La
tormenta es sustituida por un coro de ángeles. Los luchadores, como dioses mitológicos,
van apareciendo de diversos puntos del escenario y lo van llenando. Del cielo bajan el
Arcángel y el Querubín moviendo sus alas suavemente y con ternura infantil. (Rascón
Banda, footnote 191-192; my emphasis)
Critics’ reaction against Catholic images —specially mixed in with other non-Catholic
religious references— can be understood in a country where the Church had so much power and
privileges since colonial times. The Mexican Revolution changed this, especially during Plutarco
Elías Calles’ presidency. However, Catholicism has proven to be a very integrated part of
Mexican culture even if in combination with pagan and pre-Hispanic myths and beliefs. To a
certain extent, Pineda’s appropriation of different but available images and blend of them is quite
similar to what people have always done. It also reflects what lucha libre does for their own
characterization in the ring, combining all sorts of elements. Fernando de Ita, in particular,
disagrees with Dolores’ characterization on stage because she seems more of a witch from a
nineteenth century play than the representation of the Nahua princess Ixtlaxuhuatl (“Drama en el
encordado” 175), to which the play might be referencing to having Apolo’s father being a
volcano.93 His criticism seems to be in the quite common habit of choosing the foreign over the
native, because the former is considered more universal or simply better. This preference
contradicts the strong Mexican “flavor” given by having lucha libre at the chore of the play.
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Ixtlaxuhuatl or Iztaccihuatl was an Aztec princess who fell in love with the warrior Popocatépetl. The legend says
that the two lovers were transformed into the volcanos located nowadays at around seventy kilometers southeast
from Mexico City. This way they got to stay next to each other for eternity.
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In contrast with his dislike for the female characters and their interpretation as directed by
Pineda, Fernando de Ita seems genuinely impressed by the actors’ work: “hay que verlo para
quitarse el sombrero ante la capacidad atlética de los actores” (“Drama en el encordado” 173174), to which he adds exclamations “¿Altas Vergas del Encordado! ¡Qué espectáculo!” (174).
Not in a dissimilar manner to the commentators of Hítler en el corazón, de Ita praises the play by
making it representative of the nation. He addresses Usigli in his admiration for the actors’ blows
to each other because he considers that despite the blows this is still “teatro mexicano culto”
(174). He recognizes jealousy for the real blows given and received during the performance. The
values admired by de Ita respond to a traditional masculinity very much like the institutionalized
by sports that make men so melancholic for a series of values that seem lost: “Eso es tensión, eso
es fibra, esa es aventura” (174). Those values do not necessarily correspond with the beauty and
perfection of the hegemonic masculinity in the play, but rather with the supporting masculinities:
“hombres que sí son de carne y hueso. Aquello no es el elenco perfecto en cuanto a la belleza
física se refiere, pero hay, eso sí, cierto esplendor en los músculos y una envidiable animalidad
de movimientos” (174-175). The repetition of the word “cojones” (173 and 176) and the use of
the adverb “chingonamente” (174) make of Ita’s discourse a representative of the same
institutionalized masculinity that he praises. In a similar way, the promoter distinguishes two
groups of wrestlers and situates Cerebelo in the second one, the same praised by de Ita: “hay
luchadores altos, fuertes, guapos, que se paran en un cuadrilátero y no pasa nada. Parecen hechos
de aire. En cambio hay otros delgados, panzones, chaparros, cabezones, que en cuanto salen de
los vestidores y caminan por los pasillos, hacen que la gente grite” (Rascón Banda, Máscara vs.
Cabellera 230). Although those from the second group will never be hegemonic like Apolo is,
they are people’s favorites probably because it is easier for people to identify with them. There is
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something very positive and progressive about the fan’s preferences for this kind of wrestlers,
but this preference does not take these masculinities out of their supporting role, as if they need
to be aware of their imperfections in order to be valued. More than that, such an appreciation is
based on physical factors (even if negative), and the men’s ideas or feelings are not considered.
Neither the hegemonic masculinity nor the non-hegemonic can escape the physicality that
encloses their position.
“Fine (1987) and all others suggest that sport as a male preserve remains a bastion of
reaction, in which traditional masculinity is celebrated and other kinds of masculinity are
disparaged and deterred” (Whitson 26). This can partly explain de Ita’s enthusiasm towards the
“animalistic” aspects of the performance and his dislike towards Pineda’s stylization of the lucha
libre world. José Antonio Alcaraz also pointed out at a “línea de estilización patente” (171), to
which Olga Harmony might be referring when she depicts the “plasticidad” (168) of the
dramatization. The latter critic is the only one that seems to be mentioning it as a positive
feature, and so, we cannot forget the gender politics involved in the reviewers. Whereas Olga
Harmony, a woman, can value the style chosen by Pineda, de Ita considers that plasticity a
betrayal to the realities of lucha libre.
The idea of Apolo being a tragic hero who cannot escape his destiny does not necessarily
contradict our gender approach. Instead of gods, the motor moving characters from our point of
view is a gender ideology. Like we foresaw in our Introduction, the pair of antonyms
chingón/chingado, traduced in the athlete’s mind as winner/loser, proves limiting to the
masculinity discussed. Whether Apolo has inherited his gender ideology from centuries of
national history or from his athletic career, or probably just from both, this mindset ends with his
life. The dénouement of the play, that is to say, Apolo’s death, questions the validity of this
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ideology even when it has given our hero the hegemonic position that he has hold until the end of
his life. Apolo cannot see himself losing, because he is a winner. This can be seen in how he
always imposes himself as superior to others. However, the chingón/chingado axis is not what
really moves Apolo towards trying to improve the conditions for wrestlers like himself. It is not
in order to stay in his hegemonic position that he sacrifices himself or subordinates others. And
so, such a dichotomy is not sufficient to understand the character’s motivations. Rather than
letting the chingón/chingado binary limit our analysis as it limits our main character, we will
look closer into what might be hidden beyond these binding opposites in the play. Initially, we
would say that if Apolo ends up being the chingado, the chingón must be the one who wins the
fight, that is to say, Cerebelo. However, Apolo does not stop being the winner in the eyes of his
fans after his last fight, and Cerebelo certainly does not feel like a chingón after his best friend’s
death. The relationship between the máscara Apolo and the cabellera Cerebelo adds complexity
to the success/failure dichotomy. We will take this relationship as the starting point of Chapter
Four, dedicated to men whose main counterpart in the construction of their masculinity is
another man, either a best friend or an enemy (being Apolo and Cerebelo both).
As I will show next, both Apolo and the soccer player are aware of their hegemonic
position and the value of their bodies. However, or precisely taking advantage of it, they want
their minds to participate in their sovereignty. Like the Superbarrio Gómez of a couple of years
later, our wrestler wants to take lucha libre “a la lucha social y política cotidiana” (Grobet et al.
225). He sacrifices his body in order to reach his goal. He does not let it enjoy any pleasure. He
refuses to have sex with Shula. He does not even partake in the enjoyment of the culinary
richness of his culture. He sees his body as a tool that will take him to a specific goal. This goal
is different from that of most sportsmen who, at least once they become professionals, see sports
82

as a way to make a living. It is also a way to conform and confirm their identities and
masculinities. But for Apolo it is more than that. This gives him a heroic aura that makes him
stand out among his peers but also for the governing forces that need to control popular power,
and see him as a threat. Twenty-five years later, a masculine body that attempts something heroic
is not necessarily the one that wants to change the social injustices around him. Still, the soccer
player of Hítler en el corazón wants to excel his power by connecting with others, more
specifically with his lover(s), with his mind and not just his body. Have men learned that their
hegemonic position has its traps and want to overcome them? It may be true that the soccer
player’s generation lacks social ideals as strong as its precedents, and the criticism against the
younger writers is partly well grounded. But perhaps also they have realized that something must
change at the personal and the individual level before anything else. Instead of ignoring the
power of love and relationships, this soccer player tries to be more eloquent and to express
himself in order to facilitate a deeper connection. He will fail and die too soon to have another
chance, becoming his body instead an icon to be exploited by those who support his hegemonic
position even after death.
Hítler en el corazón was a finalist in the Premio Nacional de Dramaturgia Gerardo
Mancebo 2008. It was translated into English and premiered with a reading at the Lark Play
Development Center at New York, through its U.S./Mexico Playwright Exchange Program in
collaboration with FONCA-CONACULTA in 2009. The editorial house El Milagro94 published
the text in Spanish in 2010 as part of the Teatro Emergente series. The Festival de México and
Editorial Expansión gave Morales Muñoz the Premio Chilango, which allowed for the
94

El Milagro is an independent cultural association that does not only publish but also provides a space to
show plays since 2008. The artistic and direction board are Daniel Giménez Cacho, Pablo Moya Rossi,
David Olguín, and Gabriel Pascal.
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coproduction of Hítler en el corazón, also with the collaboration of Coodinación Nacional de
Teatro of the INBA and the theatre company Línea de Sombra. It opened as part of the Festival
de México on March 18th, 2011 and it played in the Teatro El Galeón, part of the Centro
Cultural del Bosque, from March 25th to April 17th. For the first time in his career, Morales
Muñoz directed the performance himself. Like Rascón Banda, this young writer places a high
value in the staging of a text, to the point of letting modifications happen as claimed by the
circumstances. We will consider both the staging in Mexico and that in New York for this study.
Hítler en el corazón consists of three sections with the subtitles “I. Esquirlas,” “II.
Relatos,” and “III. Punzadas.” The only point in common is the reference to a soccer player who
never talks or appears on stage. The first section has three women who talk about the player as
their lover. Although we cannot say whether these women are talking after and/or knowing of his
death, in the expression of their desire for him, a feeling of absence can be anticipated. In
“Relatos,” two commentators narrate how the soccer player collapses while playing a game. The
paramedics try to save his life and the fans react violently to their hero’s death. This narration is
inserted with comments about the man’s life as well as commercials of products that sponsor the
program, also interpreted by the commentators. Finally, in “Punzadas,” a woman is being
interrogated about an incident at his job place: a man has assaulted the place, killing a few but
not with the intention of robbing money. He has also made the clerk take pictures of him wearing
the dead soccer player’s t-shirt and carrying quite an arsenal of arms.
In the three sections, various struggles seem to take place in order to own the hegemonic
discourse. In this way, the structure of the play symbolizes the fight for power characteristic of
gender dynamics. In the first section, the structural battle is reflected in the use of the second
person singular by the three women. We do not know whether these female characters are all of
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them the soccer player’s lovers or different personalities of the same woman. As all of them
participate in the narration of the same event, they correct each other, add comments and make
clarifications, or simply deny what the other has just said. In this way, we are presented with a
discourse confronted with itself. As it will be revealed, this confrontation mirrors how the
women feel with their inner self (probably explaining the division in multiple characters) as well
as with the hegemonic masculinity presented in their narration. In the section “Relatos,” the
sports commentators portray themselves with the imperative mission of presenting a reality not
lacking in details. At the same time, we can also see that they are supporters of the official forces
in their condemnation of the radical fans’ behavior and their justification of the counter-violence
led by the police in the stadium. In the staging in Mexico, instead of having two male
commentators, there was one actor and one actress, which added a gender conflict. Finally, the
man leading the interrogation in “Punzadas,” tends to interpret and anticipate what she might
have already told him. Most of the time, she tries to impose her own voice as well.
Like the heroes and soldiers studied by Irwin and Domínguez-Ruvalcaba, the soccer
player’s body is presented as an object of desire in the three sections in conjunction with a
process of fragmentation and metonymic reduction. The particularity in “Esquirlas” is that the
expected formula of “men look and women are looked at,” as studied for instance by feminist
theory on film95 is inverted here. The female characters hold a subject position, since we only see
the soccer player through their eyes and, as a consequence, his representation is influenced by
the women’s interests and desires. The power invested in these women is intensified by the way
95

See, for example, Laura Mulvey’s “Visual Pleasure and Narrative Cinema” where she gives for granted
that in Hollywood cinema, women are the erotic object to be looked at by both the hero of the movie and
the male or “masculinized” spectator. In “Visual pleasure and narrative cinema; Afterthoughts on “Visual
Pleasure and Narrative Cinema” inspired by Duel in the Sun,” Mulvey reconsiders her point of view and,
although standing by her previous argument, takes into account this time the spectator as female as well
as the possibility of having a heroine as center of the action.
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in which Noé Morales Muñoz directed this section of the play. The actresses comment in an
interview on how the author encouraged them to interpret the text with definite freedom
(Navarro). Carolina Vidal, one of them, was thankful for how this allowed them to: “aportar
desde nuestra experiencia personal la idea de la ausencia masculina desde un punto de vista
femenino” (Navarro). For instance, in a photograph96 of the staging in Mexico, we see one of the
actresses using boxing gloves. This is not in the text and can be taken as a symbol of the
women’s feelings of strength and power on stage. Their discursive power is so well displayed
that in a review to the publication of the play, the women are described as “intellectuals” (Ortega
10). This can also be explained by the contrast that they clearly mark between their own
discourse and the lack of their lover’s rhetorical abilities. In their zeal to be “rigurosas” (Morales
Muñoz, Hítler en el corazón 19), they admit not being reproducing the exact words of the soccer
player because “su capacidad argumentativa es → limitada” (19).97
The man’s rhetoric is limited but, on the contrary, his body stands up as an object of
devotion in his lovers’ narration. It is a slim and athletic body (15, 23), characteristics whose
idealization entails as many problems for men as the more often acknowledged for women. If the
wrestlers of Máscara vs. Cabellera show part of their bodies naked, this soccer player is actually
“desnudo” (22), since he seems to have just had sex with his lover. We could discuss here the
same tension between a potential vulnerability and the proof of strength that a body without
clothes might involve, despite the fact that we never see the man per se on stage. The man’s body
materializes through the women’s description and they choose to dispose him of clothes in their
discourse. Once he dresses up in order to leave, they criticize how his team uniform covers his
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The photograph appeared in a press release titled “Hítler en el corazón: Una obra que aborda la
ausencia y los mecanismos de gestación de la violencia.”
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The arrows in the text, according to a note at the beginning of the book, indicate “una pausa, la derivada
de una búsqueda” (Morales Muñoz 13).
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body with an “elegancia engañosa” (23). The lovers are not interested in the prestige contained in
his games kit. This gives them power over him and is something that even nowadays would call
our attention because it is more of a taboo to depict men’s bodies naked than women’s. At the
same time, there is devotion in their words and a sense of longing for the absent body, an aspect
already mentioned in Carolina Vidal’s interview and highlighted by the reviewers.98 Finally, it is
presented as a “cuerpo que gozaste” (23), phrase in which the subject position of the women is
obvious for the active voice of the verb. Conversely, the body is offered as consumer goods,
whose function is consequently that of being consumed, used, and enjoyed.
In spite of the change in the staging directed by Noé Morales Muñoz, we must also
consider the published version (and that of the reading that took place in the Lark center in New
York) by which the two sports commentators of “Relatos” are two men, and not a man and a
woman. This does not just better represent the homosocial reality of sports such as soccer, but
also sustains the relation established in this chapter between the world of sports and that of war,
or in this particular case, of the Mexican Revolution. Soccer, like war, unites men belonging to
the same team and homosocial relationships acquire unequaled significance, as it is emphasized
by Irwin and Domínguez-Ruvalcaba in relation to the novels of the Revolution. It is in front of
other men, after all, that a hegemonic masculinity strives to prove its position most, since
“[m]anhood is demonstrated for other men’s approval. It is other men who evaluate the
performance” (Kimmel, “Masculinity as Homophobia” 128). Or, as Messner notices in relation
to sports: “it appears that the meaning that most men give to their athletic strivings has more to
do with competing for status among men than it has to do with proving superiority over women”
(“Masculinities and Athletic Careers” 107). On account of this, when the soccer player seems to
98

For instance, the article mentioned in note 96 has this aspect in its title: “Hítler en el corazón: Una obra
que aborda la ausencia y los mecanismos de gestación de la violencia.”
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get up for a moment from his fatal fall, he is described to be doing so “sobre el mismo césped
que lo ha visto hacerse hombre” (Morales Muñoz, Hítler en el corazón 29). The early age of the
fallen hero is emphasized here, but also, and more importantly, the fact that his masculinity has
been conformed as hegemonic, during his first soccer games (which he must have forcibly won).
Sports are primarily games and, as such, they can display a ritualistic character. Rituals are very
important in the realm of gender, since through them the masculine and feminine parameters (as
well as the division into these two possibilities) expected in a specific time and place are
conformed, celebrated, and reasserted.
In the second section, the commentators provide us with all possible details about the
injured soccer player as if he were an object of study: weight, height, zodiacal sign,
temperament, and blood type (30). But once we realize that the young man is not recovering
from his fall, the narration of his dramatic death can be perceived as a spectacle with which the
sportscasters have kept us captivated. While doing so, they also insert their chronicle with
commercials of sponsoring products. Instead of announcing these ads as a differentiated time on
air, they are interwoven as part of their discourse. For instance, there is a moment when it seems
that the soccer player is going to recover from his fall and there they introduce the following ad:
“Es un momento crucial: es un momento ZYCODEX” (28). Later on, as the commentators find
more difficulty to keep talking because of the intensity of the situation, a commercial seems
addressed to themselves: “Piensa claro: Piensa BINGHAM” (32). Since “[h]egemony means
persuasion, and one of its important sites is commercial mass media” (Tim Carrigan et al. 594), it
is extremely ironic that the media is the one objectivizing our hegemonic masculinity.
This objectification comes also from the fans, who according to our reporters, behave as
if they were “ante un objeto → sagrado” (Morales Muñoz, Hítler en el corazón 30). One of these
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fans is the assailant in “Punzadas.” In this section, the soccer player’s objectification takes place
through metonymy: his absent body (at this point actually because he has died as it is reported in
the news that the clerk remembers seeing during the “assault”) is reduced to his jersey or, maybe
even just to the number that he wears in it. The fan attacking the store wears the fallen
sportsman’s jersey and points at it when he says: “[q]uisiera haber sido como él” (45). The
women of “Esquirlas” had already commented on their lover’s identification with his uniform
(23), but discrediting the devotion and delirium with which he gave himself to soccer. This
devotion infects others, his fans, among which the lovers would probably include the attackerfan of the last section of the play: “Un delirio que suele contagiarse entre la tribuna, plagada
mayormente de [RECONOZCÁMOSLO] desempleados, subempleados, tarados mentales en
algún nivel, mantenidos y adictos” (24). We will discuss more in depth the fan’s “craziness” or
possible motivations that induce him to act the way he does.
While in the last section the sportsman is reduced to his team jersey, in “Esquirlas” and
“Relatos” we can talk about fragmentation, and even fetishism, as it is frequently discussed in
relation to women’s bodies. The women and the commentators of sections one and two focus on
specific parts of the man’s body in their descriptions. Although the lovers comment on his penis,
this traditionally most precious organ is not represented with the phallic power expected. Instead
it is described after their sexual intercourse: “El pene oscila aún babeante aunque ya ciego, le
cuelga tras haberse insertado en ti con cierta… aprehensión” (17). Closer to a phallic element,
and definitely a fetish, the soccer player’s body part that is most admired is his left leg. Like
Kobena Mercer says in relation to fetishism and the black man’s eroticization by the white man
that these processes “lubricates the ideological reproduction of racial otherness” (190). We are
not talking here of race (although it could be further discussed), but rather about a hegemonic
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body part that becomes a fetish, so that “the fascination of the image articulates a fantasy of
power and mastery over the other” (190). That is to say, the emphasis put in his left leg is
represented as fetishism and an erotized and desired object. This makes it become part of the
gender imaginary, which reaffirms the man’s superiority, determining as well the necessary
qualities to be part of this hegemony.
Despite the strong subject position elaborated by the women, the small anecdote
recounted during their scene presents a weak aspect in these lovers. Until this day, they had
never admitted that they needed any type of “garantía” (Morales Muñoz, Hítler en el corazón 23)
from the soccer player or their relationship. Regardless of the young man’s death, it seems that
their relationship ends on the day recounted by the women. In contrast with their previous dates,
in this occasion the sportsman has attempted in two different accounts to express himself in more
depth and complexity than before. First, he tells his lovers about some “medidas preventivas de
los nórdicos para prevenir accidentes vehiculares” (19), and, second, he remembers a dream from
which he just woke up. The “medida” consists of a Breathalyzer installed in cars that does not
allow men to start them if they have drunk too much alcohol. Other than how this prevents car
accidents, we cannot assume a further reflection on the man’s part because the lovers impose
their own.99 However, the soccer player has thought of this fact while contemplating himself in
the mirror naked. The women’s desire for the sportsman’s naked body parallels the man’s
narcissistic appreciation of his athletic physique. Apolo’s view of his body as an instrument can
be brought back here as the soccer player’s goes from observing his body to thinking of a
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Taking advantage of the subject position granted in this scene, woman A thinks of the man’s wife who
is left in the house while he was getting drunk: “En pos de algún taxi que le permita llegar a la casa que
comparte con su esposa experta en terapia Gestalt y los dos críos que ha procreado con ella a lo largo de
los siete años de un matrimonio aburrido como las películas de autor producidas en esos países” (Morales
Muñoz 20).
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modern mechanism in Nordic cars. Granted that he recognizes his own superiority as he stays in
front of the mirror, we can also infer an understanding of the hierarchy in which his body
occupies a hegemonic position, but which is also subordinate to other superior entities. As he
talks about the Nordic smart measures, there is neither mockery nor criticism. The neutral tone
with which his account is presented contradicts the expected need to chingar the other in order to
keep his own supremacy. Although there is not a direct relation between the Scandinavian
countries and Mexico, the reference to a superior civilization against which someone’s own is
compared is far from foreign to Mexican intellectuals’ quest for a national identity. It is often
said that if Mexico used to be a colony of Spain, its relationship with the United States has not
been that different after its independence. “Nordic” is very close to “Northern” and can be
understood as an indirect reference to the United States, a country against which Mexicans tend
to compare their level of modernity. As for the dream, the man recounts how a city made of glass
crumbled. The magnificence of the city can be the aspect that made him recall the dream when
talking about the Nordics and their advanced civilization. The shattering city can symbolize both
the lovers’ relationship that is about to end and the hegemonic position maintained by the soccer
player. Like a great civilization, and regardless of how much fortitude and magnificence one
manages to project, destruction and decay is always an imminent possibility. The women’s
loquacity does not help them retain their precious object of desire. They are incapable of saying
anything to the young man after his recount and simply let him leave.
The commentators also try to possess the sportsman’s body although not in a physical
sense like the lovers did. The reporters’ discourse attempts to nationalize him in a similar fashion
to the nationalization of the heroes of the country’s history. There is a constant use of possessive
pronouns in order to refer to the young man. Like El Chino Rojas did with Apolo, the
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sportscasters also resort to the traditional metaphor of nation = family: “Nuestro hijo pródigo —
es el hijo de todos nosotros, es la carne de nuestra carne” (29). They talk about his real family as
well, qualifying them as “una familia emblemática de las mejores tradiciones de esta ciudad”
(29). The city in which the game is taking place is described as “mestiza” (29), a characteristic
that in the reporters’ discourse is transferred to the fallen man. The women had also commented
on their lover’s skin being “ecuatorial” (18), which means that he is not very light skinned. Both
comments bring us back to the euphoria with which mestizaje and José Vasconcelos’ concept of
the cosmic race was embraced in a moment of strong nationalist sentiments for Mexico. As a
hegemonic masculinity, the soccer player is constructed as embedding those traits defining the
man that would be best for the nation. For Domínguez-Ruvalcaba, “the aesthetics of modern
masculinity in Mexico must be understood in the context of colonialism— as modernity
perpetuates the cultural dependency of the colonized on their erstwhile colonizers” (11). Indeed,
the reference to Europe is almost inevitable in order to value the mother country. In addition to
the mention to the Nordics in “Esquirlas,” in the second section of the play the sportsman’s left
leg is glorified in contrast with the German soccer team. The European superiority is expressed
through the hyperbole, “altísimo guardavalla alemán” (Morales Muñoz, Hítler en el corazón 31),
and then contested with its insertion in a globalized context: “un guardavalla bereber al servicio
de los alemanes” (31). However, our man scored a goal, which brought the victory to the
Mexican team, something considered by the reporters as a “prodigio” (31) given the good quality
of the German team.
Finally, the fans in “Relatos” and the soccer player’s number one fan of “Punzadas” also
show their wish to possess the man that they idolize. The formers want to get closer to the
injured man at all costs, even at the expense of preventing his transfer to the hospital. In her
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presentation of Fred Pfeil’s article about masculinity and rock singers such as Axl and Bruce
Springsteen, Laurence Goldstein describes their fans as a generation “uncertain about how to
[…] comport one’s body” (ix). The soccer supporters of globalization times live through their
favorite players the unfulfilled dreams and compensate the anxieties created by a (gender)
system that asks from them the impossible. “Only in the Dionysian rite of the rock concert, as in
the gymnasium or sports arena, do large portions of the general public feel real and ecstatically
‘enfleshed’” (Goldstein ix). This rite is interrupted by the young man’s death and, because of
that, the main character of “Punzadas” finds another way of feeling “enfleshed” in order to
conform to his masculinity. The jersey affords him the sensation of embodying his idol, but the
violence, the photos, and the clerk’s fear are also necessary elements for the rite that he
performs.
Among the reasons that Gabriel Angelotti Pasteur gives for the predominance of soccer,
there are two that I would like to highlight. One of them is the fact that soccer players reach such
a level of popularity that they become national symbols (212). The other reason is the
opportunity that this sport gives men from middle and low classes to ascend in socioeconomic
terms (213). Our absent soccer player is presented as embodying both characteristics in the
recollection of facts reported by the sportscasters of the second section of the play. As in the
battles of the Mexican Revolution or as in the realm of politics, soccer can be seen as providing
the lower classes the opportunity of improving socioeconomic conditions immediately if one is
successful. Monsiváis offers a list of famous cases, from the Indian shepherd Benito Juárez who
became president of Mexico to the assistant in the film industry Manuel Espinosa Yglesias, and
presents Mexico as the land of opportunities until the economic crisis stopped allowing such
openings. Since then, “para quien no es Hijo de Alguien, sólo quedan abiertas tres vías de
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ascenso: los espectáculos, los deportes, y las ganancias que la sociedad santifica a escondidas”
(75; my emphasis). The “mestizo” and “ecuatorial” skin mentioned before indicate that the
soccer player has humble origins. The soccer player’s lovers recognize having been interested in
this man because of “la historia de superación que representa” (Morales Muñoz, Hítler en el
corazón 24). Even if we do not know the particulars to which they might be referring to, we can
infer that he did not come from a privileged family. The commentators talk about a “familia de
prosapia, de arraigo hondo en esta ciudad” (28) but their insistence and repetition of “prosapia y
raigambre” make us wonder what they mean with these terms, particularly when they clarify
“hablamos de una familia emblemática de las mejores tradiciones de esta ciudad → mestiza”
(29). Since most Mexicans are “mestizos,” they are probably referring to the fact that they are
simply a common Mexican family, that is, a non-white, lower-class family. They specify also
that his ancestors came for necessity, looking for better opportunities like most immigrants. It is
a very obvious reconstruction of a heroic past that he does not possess, but since the reporters are
talking about a hegemonic masculinity, such a past must simply be made (or made up). As a
matter of fact, they gracefully stop talking about his ancestors when he seems to recover and
have this as a justification of their reconstructed nobility:
Y: Regiones todas ellas subdesarrolladas y deprimidas, pero ahora eso no nos importa
pues parece que se → incorpora.
X: Parece que el linaje guerrero de su tribu reencarnan en él y lo hace → levantarse. (29)

The fanatic of “Punzadas” is also “un extranjero” and “inmigrante” (46) and, as a
consequence, rather a marginal masculinity within the adopted country of his choice. Soccer
offers non-hegemonic masculinities a model to which they can aspire. Appropriated as a national
model, the state embraces the popularity of sport figures like they did before with the heroes of
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the Revolution. A national model affords to the government unity, order, and obedience by
underlining the qualities in which the regime is interested. For example, in the aforementioned
article by Monsiváis about the World Cup of 1986, Miguel de la Madrid was present, even
though the audience booed at him. In Connell’s words, “[t]hrough body-reflexive practices,
bodies are addressed by social process and drawn into history (Masculinities 64). But as the same
critic adds, those processes affect bodies “without [them] ceasing to be bodies” (64). The point to
be emphasized is that these national figures are real and as such have human bodies which are
bond to die no matter how fit they are. The shocking reaction of the fan of section three is
triggered by the sudden and unexpected way in which the soccer player dies. Without meaning to
justify the violence of his actions, we must however notice that he does not kill the clerk and that
when he kills the other two people, he does not seem to be thinking too much, but rather just
getting rid of obstacles. He has a goal, which is to perform a ritual that will compensate for the
loss of his idol, and also, for a deeper loss, those characteristics that he lacks but that are valued
by his masculinity gender code. There is not wish in him to chingar/kill others in order to
become a chingón himself. With the photos of himself “enfleshing” his idol and an empowered
(by the use of guns) masculinity, he wants to immortalize a moment of supremacy. But he does
not need the clerk to show that she is chingada so that he can feel a chingón; he just needs her to
take those pictures. He actually considers himself a martyr who could not be like the dead soccer
player not only because of his personal traits but also because of the socioeconomic
circumstances around him: “Soy un mártir contra mi voluntad; sé que no tengo los tamaños ni el
valor ni la inteligencia ni el temple para serlo pero no me han dejado otra alternativa. Quisiera
haber sido como él” (Morales Muñoz, Hítler en el corazón 45).
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As I have shown here, all the characters of the play feel the necessity of possessing in
some way the hegemonic masculinity’s body. It is not possible to own someone, and the
frustration resulting from this leads to more or less violent acts in addition to a bigger distance
from and a tighter enclosure of the already absent masculine body. In “Esquirlas” the lovers
sense that the young man’s unexpected expressivity was a “rebelión de un cuerpo a través de la
palabra” (23). From his glass city, the hegemonic masculinity has tried to connect with his lovers
more deeply, but they could not reciprocate even though they desired to have him. Recognizing
the fact that they need more from him causes frustration in them, and thus, they feel a violent
impulse “de tomarlo por los rizos y estrellarle la cabeza contra el muro”, (23). They know that
after “disponer de su cuerpo” for a few hours in that hotel room, “nada puede trascender lo
momentáneo” (24).
In addition to reducing the soccer player’s death to a show, the real contempt of the
hegemonic body in “Relatos” takes place after the nationalization already mentioned. This
seizing of the masculinity preludes the justification of the official violence against the fanatics.
The commentators go from “ser el vehículo que une a la gente con sus héroes” (37) to “desistir”
and “sucumbir a las tentaciones del mercado,” suggesting even that they might give away
“camisetas autografiadas por el héroe en desgracia” (37). This suggestion is followed by a jeans
add, which closes the siege to the hegemonic body completely reduced now to a consumer
goods. This symbolic enclosing is physically represented by the fans’ siege to the man’s body,
which prevents the ambulance from taking him to the hospital. The reduction to the autographed
jerseys announced by the sportscasters does really take place in “Punzadas.” The soccer
supporters cannot accept their idol’s death and in this last section of the play, more than a siege,
an actual occupation takes place when the attacker puts on the dead man’s jersey while executing
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his violent act. This fan’s rage for the soccer player’s death makes us think also that he is acting
for some kind of revenge, as if it were unfair that his idol is mortal, that is to say, that he has a
human body.
A physical focus consisting of fragmentations and metonymic reduction disables our
hegemonic body and leads to dehumanization. More than that, Morales Muñoz seems interested
here in denouncing the consequences of globalization, particularly through its unstoppable
commercialization. Both in the sexual objectification of this male body and its commodification
by the media into a substitution for a better life, not only the sportsman’s soul is forgotten, but
also his body, which is mistreated without any compassion. The same can be said about Apolo’s
relation to his own body and the final violence against it. Like Goldstein sustains, we live in a
period in which the body needs “to be rescued” (ix), belonging that body in these cases to
hegemonic masculinities.
With the above analysis of Rascón Banda’s Máscara vs. Cabellera and Morales Muñoz’s
Hítler en el corazón, the goal of this chapter was to “rescue” the sportsmen’s bodies and their
role in the configuration of hegemonic masculinities. This does not mean that physiognomy is
only relevant to men holding hegemonic positions. The fan of “Punzadas” puts on the famous
soccer player’s jersey in order to make out of his hegemonic embodiment an experience as
physical as possible. All the wrestlers in Rascon Banda’s play train as much as Apolo does, even
if the latter thinks that they are not as concern about their weight as they should. If the wrestlers
eat fatty food and drink without much control, they do so out of habit and also because of some
ignorance regarding nutritional factors and how beer and fat affect the metabolism. But their
physical aspect is highly important to them, since it is, in addition to their costumes and some
specific props, what gives them the identity that characterizes them in the ring. Moreover, the
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focus on hegemonic masculinities and their physicality might give the impression that a man’s
performance of his gender can be studied in isolation. On the contrary, neither Apolo’s nor the
soccer player’s masculinities could be analyzed without taking into account the other people in
their lives. Morales Muñoz’s play exemplifies with precision this need for the others in gender
conformation by eliminating the protagonist’s appearance from the stage. As a matter of fact,
everything we know about the young soccer player is through the other characters’ accounts,
even from those whom the hegemonic masculinity probably did not know personally (his fans
and maybe the commentators). Apolo has the opportunity of telling us more about himself, but
Rascón Banda prefers to let others give us specific information about this hegemonic figure.
Masculinities are contrastive or, in Connell’s words, “inherently relational” (“The Social
Organization” 31): they need of their “other” in order to conform and re-affirm their own gender
status and parameters. Consequently, in the next two chapters we will look at men’s construction
of their masculinity in contrast to an “other,” this being either a woman (Chapter Three) or a man
(Chapter Four).
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Chapter Three.
Masculinities and their Female “Other:” Violence As a Response to Gender Inadequacies
Gender does not occur in isolation. “[M]en use the resources at their disposal to
communicate gender to others” (Messerschmidt 84, my emphasis). In order to fully understand
how gender is constructed (and reconstructed), we need to look at social interaction and how
one’s own actions depend on the others’ responses. Also, if looking at gender from the point of
personal identity:
identity formation occurs through a process of ‘othering’ – marking groups as different
and excluded. In an odd way, creating identity depends upon defining individuals who
are out-group members, often describing us/them in jointly exclusive terms, or binary
relations. (Whitehead and Barrett 22)
This “other” is also a gendered being; it can be masculine or feminine. In this chapter I will focus
on women as the “other” term of the equation. Simone de Beauvoir declares that a woman “is
defined and differentiated with reference to man,” so that the latter “is the Subject, he is the
Absolute,” whereas “she is the Other” (xliv-xlv). Women are defined in opposition to men, as
their “other.” To a certain extent, masculinity critics agree with Beauvoir’s perception of men
and women: “In the semiotic opposition of masculinity and femininity, masculinity is the
unmarked term […]. The phallus is master-signifier, and femininity is symbolically defined by
lack” (Connell, “The Social Organization” 33). Beauvoir bases her assertion in the fact that a
woman “appears essentially to the male as a sexual being” (xliv). Everything about women’s
bodies limits them and their subjectivity. On the other hand, a man “thinks of his body as a direct
and normal connection with the world, which he believes apprehends objectively” (Beauvoir
xliv), that is to say, ignoring “the fact that his anatomy also includes glands, such as the testicles,
and that they secrete hormones” (Beauvoir xliv).
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Other than the mix of sexuality and gender (with even a recurrence to biology), I do not
disagree with Beauvoir’s thought. However, my start point here is that men, like women, are
gendered beings. In Chapter Two, I tried to demonstrate how men’s masculinities are also
limited by their bodies. Not only the feminine gender but also the masculine are conformed as
such in contrast to an equally constructed “other,” in this case, women. As a matter of fact,
“‘masculinity’ does not exist except in contrast with ‘femininity’” (Connell, “The Social
Organization” 31). Harry Brod warns against men’s studies becoming “a kind of separatist
scholarship, which focuses only on male-male relations and leaves women out of the picture”
(88). The analysis of the two plays chosen for this chapter aims at, first of all, support the idea
that in order to study men’s masculinities, women need to be taken into consideration.
Octavio Paz did not leave women out of his reflection in his celebrated El laberinto de la
soledad, which as I mentioned earlier, is a foundational essay of twentieth century Mexican
intellectual history discussing key sexuality issues, among other relevant cultural topics. He
explained the tendency in Mexican women to be normally submissive and “sufrida[s]”100 (Paz
57) with an observation about their physiognomy highly limited by a specific type of
sexuality:101 they are already “rajadas”102 and, as a consequence, cannot fight for occupying the
dominating position of the chingón/chingado axis. Paz did not have the intention of writing
about gender, but given the influence of his work in current debates, we need to re-examine what
his words would mean in relation to both men’s masculinities and women’s femininities. There
are two main problems with Paz’s description of women. It is true that even nowadays we cannot
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“Sufrida” refers to the quality of not complaining and quietly suffering in cases of adversity.
In addition to heterosexuality, sex for Paz only consists of penetration. The one who penetrates is the
agent and the penetrated is the passive recipient.
102
“Rajada” means to be cut, to have a cut, and in this case, it obviously refers to women’s vagina. In
Mexico, the verb “rajarse” also means to be open, to give in. Paz explains that Mexican men’s ideal
consists of not “rajarse,” otherwise they would be cowards (51).
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talk about equality in gender relations. Feminism has immensely improved women’s rights, but
men continue being more powerful than women. However, Paz’s description of the situation is
essentialist and leaves no room for change. Even worse than that, it takes contestation out of the
picture, as if women did not strive to improve their social and political conditions in Mexico and
elsewhere.103 The second criticism against Paz’s reflection about women is that leaving women
out of the chingón/chingado binary gives the impression that they do not interfere in men’s
conformation of their masculinities. To the contrary, I argue that men construct their
masculinities in response, and quite often in contrast, to the women around them.
Connell (1987) distinguishes three main structures that organize gender relations: labor,
power, and cathexis. Traditionally the gendered division of labor consists of men working in the
public sphere and women in the house. Power is mainly distributed among men, leaving women
in a subordinate position. Finally, cathexis refers to sexuality and the dominant implications of
heterosexuality in a patriarchal society. That is, men actively look for sexual pleasure whereas
women are limited by a passive role and their cathexis is replaced by maternity instincts. These
three aspects also describe gender relations in Mexico’s contemporary society. However, these
structures have changed throughout time to the point of causing what Connell calls “crisis
tendencies of the gender order” (Masculinities 84). Connell’s clarification that these are
“tendencies” and not a crisis per se responds to feminists’ reservations about a masculinity crisis
because this “falsifies history by implying there was once a golden time of unproblematic, stable
gender” (Gardiner 14). Our account of the national debates after the Revolution and their indirect
relation to gender shows how gender is far from being unproblematic and stable. Gender in
Mexico consists of a constant process of configuration supported by hegemonic forces but also
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contested by other marginal (although not less important) groups. In relation to the structure of
labor and based on a survey carried out in 1994, Agustín Escobar Latapí concludes that in
Mexico there has been, on the one hand, “un aumento muy significativo de las tasas de
participaciónde de las mujeres” and “la reducción de la brecha de género en logros
ocupacionales” (135). But, on the other hand, it is also taking place “el estancamiento en el
crecimiento de los puestos y las posiciones medias y altas” and “el crecimiento de la brecha de
ingresos por género y ocupación” (135). That is to say, women’s labor involvement has
increased because the economic crisis has in many cases made it necessary for them to cooperate
in the domestic economy by working out of the house. However, this same crisis has received
women’s integration in public labor with quite a strenuous atmosphere to which men could
hardly respond welcoming. As for power relations, Escobar Latapí can only postulate —and not
confirm— two hypothesis of change:
En primer lugar, que se pasa de la imposición masculina a la negociación: de decisiones
autónomas a decisiones negociadas. En segundo lugar, que se desdibujan las fronteras
entre lo público y lo privado como ámbitos masculino y femenino, y que las decisiones
en ambas esferas pasan a ser más compartidas por hombres y mujeres. (139)
Escobar Latapí does not include an analysis of the changes in men and women’s cathexis
relations, but taking labor and power as indicators, the changes indicated are substantial enough
as to oblige men to transform and adapt their strategies of domination over women. None of the
plays analyzed here correspond to the specific date of Escobar Latapí’s study, but I have chosen
it for being somehow between both plays’ chronological settings. The male protagonists
discussed in this chapter will perform their masculinities in response to the changes occurring in
their society, brought up mainly by women’s significant participation in the structures indicated
by Connell.
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The focus of analysis in this chapter is, as a consequence of the ideas just discussed, not
only the male characters of Jesús González Dávila’s El jardín de las delicias (1984) and
Alejandro Román’s La rata bastarda amarilla (2005), but also their relationships with the
women in their lives. Following Connell, I propose that “[r]ather than attempting to define
masculinity as an object (a natural character type, a behavioural average, a norm), we need to
focus on the processes and relationships through which men and women conduct gendered lives”
(“The Social Organization” 33). Leopoldo and Iván’s memories of their female family members
explain in part the conformation of their masculinities and the way in which they treat other
women. Although we will discuss Leo and Iván’s relations with their mothers (and, in the case of
Leo, with his sister as well), the story lines develop with a typical romantic relationship with
another woman: Leo’s girlfriend Luisa in the case of El jardín de las delicias, and Diana in La
rata bastarda amarilla, whom Iván “casually” encounters in a bus stop. Against what Octavio
Paz might have thought, Leo and Iván perform their masculinities in opposition to their
(potential in the case of the latter) female lovers. The intensity of such an opposition is expressed
in its most extreme form in these stories, since both young men ultimately end those women’s
lives. Without diminishing the role of dementia and of a distorted view of reality, we will
concentrate on how Leo and Iván’s masculinity parameters determine their homicidal actions.
A better understanding of González Dávila’s and Román’s characters requires situating
El jardín de las delicias and La rata bastarda amarilla within the authors’ works as a whole.
González Dávila’s dramaturgy consists of a “caudal ininterrumpido o sistema de vasos
comunicantes que a manera de esclusas, conecta unas con otras las voces de este diálogo y le da
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coherencia al discurso” (Mijares, “Diálogo incorrupto: Jesús vive” 35).104 Leopoldo can be seen,
according to critic Enrique Mijares, as the author’s alter ego and the same character of Polo in
Polo pelota amarilla (1978),105 El verdadero pájaro Caripocápote (1979), Pastel de zarzamora
(1982), Las perlas de la virgen (1993), and the play considered here, El jardín de las delicias
(Mijares, “Diálogo incorrupto” 33). The latter was actually published as one of the three plays
constituting Trilogía (1984),106 which according to Escobar Delgado consolidated González
Dávila’s playwriting as a creative project. The other two plays in the Trilogía were Pastel de
zarzamora and Muchacha del alma (1983). The three works have never been performed together
and they have also been published (and republished) separately. They can be considered
complete and independent plays. On the other hand, the three of them were written during the
same period of time,107 that is to say, during González Dávila’s participation in Vicente Leñero’s
second workshop.108 The link among the three plays is that their protagonists are supposed to be
siblings. In Pastel de zarzamora, it is mentioned that René is the youngest and only son still
staying at home, whereas his sister María has disappeared and Polo (which can be understood as
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For an overall review of his full production see Mijares, Diálogo Incorrupto and Escobar Delgado,
Hacia una poética teatral de Jesús González Dávila..
105
Polo is a young boy who arrives at a circus where he finds a mission: to save a girl. After several tests
such as putting off a fire and confronting a huge spider, it is difficult to say whether Polo succeeds or not
in his mission. Regardless, the positive note of the play has always made it apt for young audiences.
106
The full title was actually Trilogía: tres obras en un acto. It was published by Universidad Autónoma
de Puebla and presented by Vicente Leñero. A second edition was published in 1997 by the Consejo
Nacional para la Cultura y las Artes with the shorter title Trilogía.
107
Other plays were also written during this period: De la calle and Desventurados. Also, Rogelio
Martínez Bejarano asserts that Pastel de zarzamora was written during Hugo Argüelles’ workshop but
that González Dávila later re-wrote it (Escobar Delgado 82).
108
The first workshop was in 1977 where González Dávila worked with Sabina Berman, Víctor Hugo
Rascón Banda, and Leonor Azcárete. The same writers coincided between 1980 and 1981 in the
workshop led by Hugo Argüelles, joining them Esther Grimber and Tomás Urtusástegui. All these writers
would once again meet in Leñero’s second workshop taking place since the fall of 1982 to the summer of
1984. This time “las jerarquías quedaron anuladas por acuerdos mutuos, donde la consigna fue la
responsabilidad y el compromiso con la escritura” (Escobar Delgado 83). Other dramatists who
participated were: José Ramón Enríquez, Pilar Campesino, Estela Leñero, Juan José Barreiro and Cristina
Cepeda.
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short for “Leopoldo”) is in a psychiatric hospital. Both parents appear in Pastel de zarzamora.
On the other hand, Muchacha del alma does not have direct references to the protagonist’s
background or family. However, it is understood that the “muchacha” is María, although her
name this time is Chacha. A similar character reappears as Mari (short for María) in El jardín de
las delicias, and although there is not any reference to René, their mother seems impersonated by
Mari (or in Leo’s imagination, as I will discuss later). We thus learn how each of those siblings’
lives develops, having as a reference the same parents and familiar background. With his
Trilogía, González Dávila exposes the “descomposición de la familia de clase media mexicana al
término de los años sesenta” (Gilberto Guerrero 10). This deterioration explains the background
shared by the protagonists of his previous plays: the characters of La rana (1968), Siesocinde
Dos (1968), Polo Pelota Amarilla, El verdadero pájaro Caripocápote, Noche de bandidos
(1982), and even La fábrica de los juguetes (1970) are orphans, abandoned or, at least,
unsupervised children in an hostile or decomposing environment. After studying to be an
actor,109 González Dávila taught drama in youth camps. The plays mentioned above are
considered children’s theatre not because they are suitable for a young audience but because their
protagonists are all kids or teenagers. Although El jardín de las delicias belongs, according to
Partida’s classification (Se buscan dramaturgos II 89), to the next cycle for being written after
De la calle (1983), many of González Dávila’s adult characters seem to be the same kids from
his earlier plays. This is an important fact when trying to understand Leo’s seemingly childish
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He abandoned his studies to become a lawyer in the Universidad Nacional and enrolled at the Escuela
de Arte Teatral in 1963 in order to study acting. He only studied there for two years but managed to act in
a few productions. In 1967 he graduated from Andrés Soler’s acting school in the Asociación Nacional de
Actores.
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behavior and fears. Later on, González Dávila works again with characters similar to René,
María, and Leo and the same topics from those earlier plays.110
La rata bastarda amarilla is not Alejandro Román’s best-known play. As a matter of
fact, both in interviews and short biographies about this young author, the play tends to be
omitted. This may not be entirely arbitrary considering that Román has already penned more
than thirty plays. His work seems to have called the critics’ attention when he focused on drug
trafficking in plays such as Rose Garden (2005), Suite 777 (2004), Consumatum Oxxo (2005),
Master Card (2007), Coppertone (2004), Línea de Fuego (2007), Cielo Rojo (2006), Malverde
(2008), Día de la Santa Cruz (2008), and La misa del Gallo (2007), among others.111 The daily
dissemination of news related to the world of drug trafficking and the almost morbid interest of
the public is well known. The campaign promises of many politicians, in particular from the
right, are full of references to a “war” against the traffic of drugs, specially after the violent
presidency of Felipe Calderón (2006-2012) of the National Action Party (PAN). In literature, a
new genre seems to have emerged with the so-called “narconovela.”112 Theatre has its
counterpart with the term “narcoteatro” discussed by Rocío Galicia in her foreword to Román’s
La misa del Gallo, which includes this play and those mentioned above as part of this new type
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For instance, like René, the protagonist in Ámsterdam Bulevar (1986) is also homosexual but probably
what they really have in common is the situation in which the plays present them: the attempt to leave
behind their previous life and start all over (as in El jardín de las delicias as well). The Chacha of
Muchacha del alma as a young woman who wants to become part of the night scene as a singer reappears
in more specific form of the trafficking and prostitution of women in Las perlas de la virgen (1993), Son
amores (1998), Quién baila mambo (1989), and Fiesta de invierno (2000). The five members of the
family reappear in Crónica de un desayuno (1986) and El mismo día por la noche (1991), although with
different personality traits to a greater or lesser extent depending on the family member.
111
More recent plays touch on immigration or combine this issue and the drug trade, as in El cruce
(2008). Another topic that Román has developed in his latest work is violence against women, as in
Aullido de mariposas (2009) and Ánima sola (2010).
112
The best known narconovelas are Yuri Herrera’s Trabajos del reino (2004), Juan Pablo Villalobos’
Fiesta en la madriguera (2010), and Orfa Alarcón’s Perra brava (2010), among others.
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of drama (9). Galicia attributes the interest in such a topic in theatre to the fact that “el ‘narco’ se
constituye como un detritus que contrapone elementos de análisis a la perfecta historia oficial”
(9). La rata bastarda amarilla does not deal with drug trafficking, but it reveals “lo marginal o
silenciado” (Galicia 9) seen in narcodramas. Iván is a socially, economically, and even
psychologically marginal character. Like many of Román’s later male protagonists involved in
the drug trade, Iván is an assassin. The structure of the play allows us to look into his
subconscious, his motives, and his desires. Whereas with Alejandro Román’s earlier plays,
Rascón Banda considers that the young author stayed “alejado de la realidad,” with La rata
bastarda amarilla Román “dio un giro de 180

a su dramaturgia” (“Dramaturgia Escarlata” 13).

La rata marks an important point in Román’s career, along with others in his generation, after its
dramatized reading chosen in 2005 as part of the Muestra de Dramaturgia Contemporánea
Mexicana. The event took place in the Casa del Lago Juan José Arreola, in the Centro Cultural
del Bosque de Chapultepec, which belongs to the UNAM. Among other playwrights Noé
Morales Muñoz and Edgar Chías —two other members of the generation studied here—
participated as well.113 Rascón Banda notices some elements in La rata that will later reappear in
Román’s later work: “la poesía, la sangre, la muerte, la violencia, la crueldad, el desasosiego y la
desesperanza” (“Dramaturgia Escarlata” 13). Violence will be further developed as a crucial
feature for the conformation of the masculinities studied in this chapter (as well as in the next
one). It was an aspect noted as well by the critics from the very beginning of the playwright’s
production. For instance, Norma Müggenbug gives to her review about La rata bastarda
amarilla’s dramatized reading the title “Violencia y teatro mexicano.” Responding to the
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The text La rata bastarda amarilla was read in the Teatro Xavier Villaurrutia by Rebeca Trejo and Raymundo
Elizondo, actors who graduated from the Centro Universitario de Teatro. Mauricio Garmona directed the play.
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technological innovations of his time, Alejandro Román resorts to the use of video recordings in
this play, increasing the experience of the violence exhibited, as I will discuss later.
In approaching El jardín and La rata, I seek to analyze the socio-historic parameters of
the male protagonists’ masculinities as well as the specific circumstances delimiting their gender
performance. Both plays take place in some kind of marginal and liminal space and time, as their
characters are about to set on a bus trip. This situation takes the routine of gender relations
between opposite sexes to a critical point. González Dávila’s play is apparently situated in a
hotel room near a bus station. Leopoldo and Luisa are spending the night there with the intention
of leaving the next day for Uruapan,114 where they will try to restart their lives. Luisa is not
feeling well because she has just had an abortion, which was probably not performed well. The
baby could have been Leo’s or maybe her boss’. Leopoldo’s father talked to Luisa and persuaded
her to abort. This seems the main reason why Luisa wants to start a new life somewhere else. As
for Leo, in addition to wanting to be with Luisa, he is escaping from the repressive atmosphere at
home with his parents. These and other problems come up during the night leading to a fight
between Leo and Luisa. She decides that the best thing is for them to end their relationship.
Leopoldo cannot accept her abandonment. He beats and locks her in the bathroom precisely at
the moment when her hemorrhage gets worse. As Luisa’s bleeding reaches a critical point,
Leopoldo chooses to ignore it, even refusing to call a doctor when she asks him to do so. On the
other hand, there are hints in the play that suggest that everything may be happening in
Leopoldo’s mind, who seems psychologically unstable. At times, he acts as if he were in a
psychiatric hospital recalling what happened before Luisa’s death. At the same time, the
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Uruapan is to the West of Mexico City, in Michoacán. It is known for its avocado farming, as Leopoldo mentions
(232).
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ambiguous references to the psychiatric hospital may in turn be the actual memories that confuse
him and make him behave erratically in his present situation. In either case, it is difficult to
determine whether Leopoldo killed Luisa or whether he simply imagined it. When asked about
the plot of the play, González Dávila summarizes it in the following way:
Un chavo truena, se queda en el pasón una noche en el cuartito de hotel, cerca de la
central de autobuses, a donde llegó con su chava [...] Los dos se iban a ir de México, a
Oaxaca, a Tijuana, no iban a, se iban de [...] Ya andaban mal, una hemorragia, un aborto
mal practicado [...] Ella muere, él termina en una clínica [my emphasis]. (Campbell)
In its first representation after receiving a prize by the SOGEM (Sociedad General de Escritores
de México), Toni Sbert provided the play with a scenography that allowed both interpretations,
building “un espacio que oscila entre prisión, celda de hospital psiquiátrico y cuarto de hotel de
paso. Se trata, en todo caso, de espacios de reclusión” (Swansey). As Vicente Leñero points out,
a common structural element among the Nueva Dramaturgia plays is “la simultaneidad en la
acción: simultaneidad de los acontecimientos narrativos, simultaneidad de espacios vivos,
simultaneidad de diálogos y ruidos y focos de atención” (“El resurgimiento de la dramaturgia”
89). In particular, the closet in the room can be seen as the specific portal through which we
access Leo’s mind. For example, he hears noises coming from there, he thinks he is attacked by
something inside, and he sees his mother and sister come out from there.
The action of La rata bastarda amarilla also takes place before its characters embark on
a trip that never happens. Diana waits at a bus stop near her work place. It is late at night and her
husband Mark did not come to pick her up, as he would normally do. At first, we see Iván arrive
at the bus stop and they start a conversation because the two of them are trying to go back to
Monte Casino, where they both live. However, later in the play, we learn that Iván has just saved
Diana from being raped. Through the numerous hints and the scenes dedicated to the characters’
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subconscious, we also discover that Iván has actually just killed Diana’s husband and that he is
her brother Guillermo’s murderer. As critic Norma Müggenbug explains, their encounter was not
fortuitous after all. Diana realizes at some point that Iván is not in his right mind, but she does
not suspect that he is a murderer. While she is scared of him, she still decides to spend the night
with him in a hotel. Diana has cheated before on her husband, who is old and does not have sex
with her frequently. The play closes with images of Diana hanging from a hook, agonizing while
Iván, who is a butcher, kills pigs. The images are projected on a Sony screen115 through the entire
play with a rather suggestive and subconscious-awakening function, and so, as in El jardín de las
delicias, it is hard to say whether the woman’s murder occurs in reality.
The fact that the murders might only be taking place in the characters’ imaginations does
not make the plays less violent neither does it diminish their impact on the audience. Even if the
male characters do not kill those women, they still think of doing it. I contend that part of the
reason why Iván and Leo may want to kill these women lies in gender. The historical setting of
the plays will help us locate the parameters defining Leo and Iván’s masculinities. The action of
both La rata bastarda amarilla and El jardín de las delicias is contemporary to the authors life
experiences. González Dávila’s play takes place three or four years after the student movement
of 1968 (Escobar Delgado 127). González Dávila did not participate in the protests, but he
learned about it directly from young witnesses of the violent events of that year (Brun 1102). The
effect in his dramaturgy can be seen in how his male characters tend to be “niño[s] asustado[s]”
(Partida Tayzán Se buscan dramaturgos I 211). Leo gets constantly startled, particularly by the
noises coming from the outside, which clearly represent the pressure and fear felt by the young
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The fact that the screen is specified to be “Sony” is not fortuitous since Román’s work tends to overtly
criticize capitalism as responsible for so much evil in his society. This criticism will be further exposed
within La rata.
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generation of the time. He is also terrified by his father and the authority that he represents, an
extension of the government repression. Leo’s decision of moving far away with Luisa gives him
the opportunity of working on his masculinity away from the influence and repression of his
father as well as the violence surrounding them in Mexico City. Their idea of living as farmers
echoes bucolic ideas of the sixties implying a stronger connection with nature unavailable in the
city. Other ideas of the epoch, such as free love and equality between the genders, can be seen in
the fact that Leo has apparently forgiven Luisa for her infidelity and wants to start a new life
with her. Leo belongs to “la generación de hombres jóvenes [in which] se presta más importancia
no al papel de proveedor, sino al de compañero que comparte tareas y responsabilidades con la
esposa” (Escobar Latapí 168), except that their plan does not include getting married. But as we
will see in detail, Luisa is the only one providing the money that they need to start that new life.
Despite Leo’s investment in progressive ideas, fear impairs his judgment and will in part explain
his violent outburst against Luisa. As Escobar Latapí explains, whereas “el “hombre proveedor
único” ha sido un mito desde hace tiempo” (126), “en la generación de hombres jóvenes […],el
papel de compañero es socialmente legítimo pero no es aceptado como eje principal de la
identidad del adulto varón” (168).
The historical factors represented in La rata that most determine Iván’s masculinity are
globalization and the advances of technology contrasting the seemingly unstoppable rise of crime
and violence in Mexico. Globalization is visible in the weight of publicity and broadcast news in
the shaping of people’s desires and affects, both as individuals and as collectivities. Regional
realities and globalized values clash and create a series of contradictions in Mexican society. In
most of the scenes of La rata, Diana and Iván navigate through some of these clashes and
conflicts in order to reach some level of communication. Loneliness, lack of understanding, and
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a feeling of not belonging are the seas in which the two protagonists of La rata seem to stay
afloat together for a moment. Iván is full of hatred and tries to have Diana coincide with him in
this emotion, but she simply refuses to do so. Being brought to this world thanks to technological
advancement (his mother could not have children and needed artificial insemination), Iván
cannot see the purpose of his own life when all around him is —as we see in most of the images
projected in the Sony screen— violent. In 2006, a year after the publication of La rata, the new
government of Felipe Calderón Hinojosa announced a “war” against drug cartels as one of its
main priorities, calling for the deployment of the military and federal police. That same year, a
study highlighted that “Mexico ranks sixth in the world today in murders, sixth in robberies, and
second in kidnappings” (Levy and Bruhn 15). Unsurprisingly, both Alejandro Román and others
of the younger generation of dramatists have crime as their main topic and assassins as
protagonists of their plays. The surrounding violence makes Iván insensitive: he butchers people
like he does with pigs in his job. Women and gay rights are well established, but the social
reality lived by Iván —a stalling economy with less opportunities and social services for the poor
majority, including students— has only heightened his misogyny and homophobia. He does not
appreciate his mother’s sacrifices nor does he seem to care about her. Conversations about
women’s rights and equality annoy him. He appears to have been in love with some men, but he
still needs to impose supremacy over them by killing them. He is not less homophobic than those
around him, which probably results in self-loathing sentiments that partly explain his criminal
acts.
Both the setting and the historical background of the stories reflect the idea of crisis
tendencies in masculinities mentioned before. The marginality in which the action takes place
increases the tension between the genders. The historical moment lived by Leo creates both
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longing for and rejection of the repressive masculinity that his father and ruling forces represent.
In the case of Iván, the masculinity ideal of his globalized world contrasts with the drastic reality
of his society. One more aspect that needs to be considered here is precisely what their “female
other” brings into the picture in terms of crisis. Power, production, and cathexis structures do not
tip the balance consistently in men’s favor. To begin with, the “historic collapse of the
legitimacy of patriarchal power” and the “global movement for the emancipation of women”
(Connell, “The Social Organization” 45) can be seen in the fact that Luisa took the final decision
of having an abortion. She might have been influenced by her conversation with Leo’s father,
who threatened her with sending the child to an orphanage if it were to be born. But in
Leopoldo’s eyes, this was an act of independence on Luisa’s part. In the case of Diana, she is
clearly the one who wants to go to a hotel and spend the night with Iván. She is older than Iván
and some of her family members are European descendants. This gives her a certain advantage
over Iván to which he reacts on the defensive. Connell describes the “vaster incorporation of
women’s labour into the money economy” (45-46) as part of the changes in the production
relations. Luisa is the one who had a job and the money to pay for the bus tickets to provide for
herself and Leopoldo with the opportunity of moving somewhere else. Leopoldo cannot tolerate
the feeling of inferiority that Luisa’s economic advantage causes on him, even though he is the
one who seems to have a rather privileged life. His father provided for his family and all that he
asked from Leopoldo was to do well at school. Luisa never clarifies what happened between her
and her boss, but Leopoldo brings up the issue, accusing her of having made that money in
exchange for sexual favors at work. Diana’s mother in turn convinced her to marry a man that
she was not attracted to but who had money. Despite some economic dependence and lack of
freedom because of married life, she manages a relative independence by having a job. She
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works for the State, in the Internal Revenue Office, which is a stable and certainly more
prestigious position than Iván’s. Finally, with cathexis relations Connell refers to “the broad
claim by women for sexual pleasure and control of their own bodies” (46). We have already
discussed about how Diana does not feel attracted to her much older husband and manages to
have her sexual adventures with others, especially younger and more handsome men than her
husband. Abortion is a way for Luisa of claiming control over her own body. She had admitted
to Leo that she was seeing her boss while in the relationship with Leo, which is the reason why
her boss may be the father of the baby. Although the emergency is justification enough (the
hemorrhage after the abortion has not stopped and she ends up dying), she refuses to have sex
with Leo, or even to masturbate him because she decides not to have sex.
On the other hand, and in contrast with the men of Chapter Two, Leo and Iván do not
embody hegemonic masculinities. They are not public or famous figures whose masculinities
other men aspire to. Leo is a middle-class young man, somehow educated but depending solely
on his father’s economic support. He is a complicit masculinity, that is to say, one of those
“[m]en who receive the benefits of patriarchy without enacting a strong version of masculine
dominance” (Connell and Messerschmidt 832), at least until the end of the play when he recurs
to violence. As I will later analyze in detail, Leo was used and emotionally manipulated by his
mother and sister. He is afraid of his father and although he despises him for his involvement
against the students’ protests, it cannot be denied that his father’s is the masculinity that he
aspires to. His decision to leave the city and his family in order to start a new life with Luisa may
be a necessary step for the conformation of his own masculinity. However, Leo does not succeed
in imposing his will on Luisa the way his father has always done over his mother. For his part,
Iván’s family is financially well enough to pay for artificial insemination, but they seem to live
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in a working class neighborhood,116 where Iván works as a butcher. We already mentioned the
age, class, and ethnicity differences between Iván and Diana. Within his society, Iván is a
marginal masculinity, but only in a transitory way as he imposes his power by force over others
in specific moments. Also, while he likes men, Iván criticizes homosexuals in his conversation
with Diana. The traditional parameters by which men define their masculinities in terms of
superiority over women and the prevalence of heterosexuality create an insurmountable tension
for them that will translate into violence. This tension is present in both plays from the opening
setting: a marginal moment in time, that of the beginning of a trip. Such a background is
accompanied by a dramatic structure exploring the protagonists’ thoughts, motivations, and
desires. I will examine this structure from two points of view: first, the similar structural
elements of both plays will be studied in connection to certain Freudian concepts; second, the
different way in which the plays unfold around a main incident – the killing of a woman – will
be discussed in relation to the conceptualization of violence common to the dramatists of the two
different generations considered. Both aspects will also allow me to further explore women’s
role in men’s construction of their masculinities.
El jardín de las delicias is not divided in scenes. It simply consists of four sections
separated by brief lapses of time during which Leopoldo manages to sleep: “[u]n rato después”
(González Dávila, El jardín 223), “[h]oras más tarde” (232), “[p]oco antes del amanecer” (240)
introduce sections two, three, and four, although these sections are not numbered. Nevertheless, a
more significant structuring element in the play is the way in which the action moves from Leo’s
memories and/or hallucinations to the “reality” of what happens in the hotel, as it was mentioned
116

I base this assumption in the fact that they must take a bus to get back there and in how they refer to
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above. González Dávila acknowledges being “muy freudiano” (Partida Tayzán, Se buscan
dramaturgos I 206) and we can see this effect in his psychological inquiry into Leo’s account of
his childhood and his relationship with his family members. The dramatist does not explain his
characters’ motives but instead brings to the fore the level of the subconscious because he
believes that “el hecho surge del inconsciente; en donde todo es posible” (210). La rata bastarda
amarilla also divides its scenes in two realms: that of reality and that of the subconscious. Each
scene is numbered and introduced as “plano real” or “subconsciente.” The latter can be
“subconsciente de Diana,” “subconsciente de Iván,” or “subconsciente de ambos.” The last
version predominates, serving more truly to a relational perspective in gender and indicating
Román’s greater interest in exploring the characters’ relationship instead of their inner and
separate selves. Lights go off after each scene and for the audience it cannot be very difficult to
see in which level the characters are because of their distinct behavior. Also, the subconscious
scenes are often accompanied by the projection of suggestive images on a screen. Rascón Banda
distinguishes three realities instead of two in his description of La rata: “lo que hacen los
personajes, lo que piensan y lo que sucede realmente en su inconsciente” (“Dramaturgia
Escarlata” 13). The last one corresponds to what the audience sees on the screen.117 Whether we
follow Rascón Banda’s interpretation or we see the images projected as a visual
contextualization for the action occurring at the subconscious level, Román’s interest in the
characters’ subconscious remains intriguing. Ezequiel Matus notes in his brief introduction to the
printed edition of the play that Diana and Iván are characterized by a “desbordada sexualidad
reprimida” (11). A first reason for the exploration of the protagonists’ subconscious is the
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incursion in their hidden cathexis. I propose next a second level of productive analysis of gender
through the works of Freud.
While Freud did not have the intention of developing a theory of gender, it is fair to asses
that “[t]he Freudian movement made the first serious attempt at scientific research on
masculinity and explanation of its major patterns” (Connell, “Psychoanalysis on Masculinity”
11). Freud has been criticized for being “masculinist or bourgeois” (Adams and Savran, “Part I.
Eroticism” 9), but his book Three Essays on the Theory of Sexuality (1905) is still relevant to
most researchers on masculinities —even from a feminist point of view—, particularly because
of the stronger presence of a masculine component as it relates to subject formation. More
problematic has been the influence of some of his successors and dissidents, as it is the case of
Carl Jung’s definition of archetypes. Archetypes are searched for without questioning their
origins and are meant to serve as models. Masculinities would belong to one or another of Jung’s
categories in quite a restricting and imposing manner.118 A second and probably more extended
problem in the evolution of psychoanalysis is its use as a “correcting” therapy. Although in
Three Essays Freud says that “humans were constitutionally bisexual” (Connell, “Psychoanalysis
on Masculinity”13), his later studies and those of many of his followers take for granted that
heterosexuality is the norm. At the same time, the complexities and multiple tensions in Freud’s
idea of subject formation are reduced in an attempt to make “patients” fit within the society in
which they happen to live. Connell’s main complaints about psychoanalysis-based studies are a
lack of method (21) and the simplification of its ideas (33). To this, I would add that Freud’s
notions were taken too seriously, that is to say, as strict, limiting and irremediable truths, denying
other possibilities in the creation and development of personalities. One last reason to reject
118

Robert Bly’s controversial Iron John (1990) follows Jung in finding models for men without
questioning their origins. See Connell’s criticism in “Psychoanalysis on Masculinity” ( 21).

117

psychoanalytic research is the distance that it opposes to practical life, remaining in a certain
level of abstraction that in the end avoids discerning the material conditions of social reality.
Alejandro Román’s approach to the subconscious in the structure of his play articulates
an alternative to those negative aspects of psychoanalysis. There is no attempt to “correct”
traumatized characters in the exploration of their inner beings. The exploration itself is not linear
or teleological, that is to say, there is no final stage for the characters anticipated by the author.119
Instead, different situations are presented and followed in each of the subconscious level scenes,
as if the characters were actors rehearsing possibilities of action. This metatheatrical aspect of
the play proves effective for a study of gender. There is not even contingency in the sequencing
of the scenes: something said in the real level scenes can lead to a subconscious response or, on
the contrary, something that the characters first think about in their subconscious is right after
brought up in the real conversation.
The extreme violence of La rata bastarda amarilla can leave the audience with a
nauseating feeling in which very little is taken lightly. However, there is a playful element in the
subconscious scenes that allows for flexibility and a less strict and limiting ratio of possibilities
as suggested by Freud’s early studies. This is achieved mostly through the predominance of
subconscious scenes in which both characters participate and refer to Freudian notions with
irreverence, like young people questioning the ideas that influenced the generation of their
parents. From the point of view of psychoanalysis, the presence or absence of the phallus marks
the main difference between men and women, as well as it determines their relationship. Quite
aware of this, Diana forces Iván to exchange gender roles in Scene 22. He is handcuffed while
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she puts make-up on him. Then she talks to him as if Iván were a “she,” treating him/her rather
violently and disrespectfully. Diana slaps and insults him. Although at first Iván refuses to take
part in the game, he ends up acknowledging the maleness in her and responding as if he were
indeed a woman:
DIANA: (Dándole una cachetada) ¡Cállate! Eres estúpida o estás actuando, sabes que a
nosotros basta con que se nos hinchen las pelotas para conseguir lo que sea… lo sabes.
IVÁN: ¡Estás enfermo cabrón!... no es así… nunca es así… para ustedes siempre es
cuestión de suerte y de una pendeja urgida que les siga el juego… nosotras no, siempre
tenemos el control sólo basta un bar, cerrarle el ojo al primer pendejo que nos queramos
tirar y listo, noche de acción garantizada… (Román 32)
In this impersonation of the opposite sex, both Diana and Iván focus on what gives power to the
other. From Diana’s point of view, men can just follow their will because, as men, their society
grants them the entitlement to do so through violence. However, that “lo que sea” does not
guarantee real personal gratification or a deep connection with someone. It does not refer to
actual desires, but to sexual appetite. On the other hand, Iván reveals the insecurities of his
gender as men feel that women have the power in casual relationships. A man has to seduce a
woman with challenging difficulty, whereas a woman only needs to produce an effortless sign.
While it may be questionable how men are always so sexually available that they would sleep
with the first woman that crosses their way, both Iván and Diana are projecting stereotypes and
taking them to the extreme. In addition to the liberating feeling ventilated by putting these ideas
in action, the audience gets a chance to reflect upon these popular and simplistic concepts. There
is a point in El jardín de las delicias where Leo and Luisa exemplify these same notions. Leo
tears apart panties belonging to Luisa that he suspects her boss bought for her. Although he
claims to be playing around, he succeeds in upsetting Luisa, who slaps him. Leo’s reaction is to
push her to the bathroom to have sex. He feels threatened by another man —although absent—,
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and the remedy for this is to “possess” Luisa even if this implies using physical violence.
Because she is in pain and bleeding, Luisa refuses to have sex with him. Leopoldo then touches
on the same idea that Iván when he insists on discussing the terms of their relationship: “Si vas a
cerrarte de piernas cada vez que te duele la panza o se te pica una muela, pues se amoló el asunto
y nos fregamos todos” (González Dávila, El jardín 217). Leo seems afraid of not being in control
of their relationship and, particularly, of not being able to determine when they can have sex. He
recurs to the same stereotype mentioned by Iván without taking in consideration that he is acting
out of jealousy and that Luisa’s life is actually in danger.
The limitations of the individual subconscious scenes in La rata bastarda amarilla are
contested from the very beginning. In Scene 4, Diana interrupts in Iván’s subconscious realm and
asks if she can intervene. She breaks with the convention just created in the previous
subconscious scene by which the character whose inner thoughts are displayed acts while the
other one comes to a standstill. Beside the metatheatricality of having an actress commenting on
her own role when she is not allowed to partake in the action, the play asserts the importance of
approaching gender in the company of others:
DIANA:
IVÁN:
DIANA:
IVÁN:

(Descongelándose) ¿Puedo entrar?
Estoy jugando solo.
Sólo un segundo…
Ya entraste ¿qué quieres? (Román 15)

Gender depends on a continuous performance that responds to this “other.” A traditional society
has historically denied women her own forms of subjectivity, but Diana does not seem willing to
forgo her opportunity to interact with the other sex, particularly in a taboo-free context. Finally, a
last aspect to which Román’s structural use of the subconscious does not succumb is the distance
from reality to which a great level of abstraction might lead. Despite its playful dynamic,
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everything that appears in the subconscious level refers back to the characters’ lives or their
mass-ridden, capitalist society. These scenes reach an almost grotesque and crude quality,
particularly in the images projected on the screen: fresh meat in a butcher shop (Román 14),
Ivan’s hands covered in blood (14), sick people in a hospital (18), Doberman dogs chewing on
fresh bones (19), pornographic and violent Japanese cartoons (28), Iván killing and cutting into
pieces a pig while a Diana covered in blood runs away (34), etc. The author’s intention is
obviously to shake the audience’s comfortable position as spectators of an entertaining show and
to force a reflection on the apparent easiness with which we see those images daily in news
outlets. Violence becomes in Román’s work an “atmósfera cotidiana” with which he intends to
criticize the “capitalismo descarnado” (Galicia 7) of his society.
For Lacan, the phallus “is not an organ but a sign, a privileged symbol of patriarchal
power and authority that becomes associated with the penis” (Adams and Savran, “Part I.
Eroticism” 11). This explains men’s sense of superiority over women and, more interestingly,
their constant attempt to present themselves as such. Iván succeeds in this performance when he
saves Diana from being raped. Because of this “heroic” act, Diana trusts him and stays with him
at the bus stop even when it is quite clear that no bus will come. It may even justify that she is
still willing to go with him to a hotel after she finds a knife in his jacket. Being a performance
and not an objective fact, man’s superiority needs to be constantly re-established. Iván reminds
her of his heroic act when she refuses to answer to his personal questions (Román 41), managing
to impose his will. Knowing more than his “other” is another way for the young man to feel in
control. She does not know about his relationships with the men in her family. Also, the
subconscious level reveals his satisfaction at her ignorance about men’s real intentions when
they save a woman: “Que linda hembra, es de las típicas que siempre creen poder analizar a todo
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mundo, sin sospechar que se equivocan cuando alguien las salva de una violación, ignorando que
el héroe las resguardó para su inmaculado deleite personal” (22). As it is clear as the play
advances, Iván is not looking for much “deleite personal” from having sex with Diana, since he
was rather interested in her husband and brother. If that were the case, they would have left
earlier for a hotel room as she seems more willing to do. However, saying those words empowers
him to believe that he is superior to her. It is not sexual satisfaction what produces Iván’s actions,
but a reaffirmation of his masculinity understood as having power over others, in this case,
women.
Leopoldo is far from being the hero type. However, he definitely would have liked to be
given the chance of “saving” Luisa from being a single mother, accepting that the baby were his
when it could also be her boss’. His anger at Luisa can be partly explained by the fact that
instead of considering such possibility, she decided to have an abortion without discussing it
with him first. Nevertheless, in his seductive games, he still presents himself as her savoir,
picturing a scene where Luisa is “[e]sperando que venga a salvarte con un beso tu príncipe
enamorado” (González Dávila, El jardín 212). Unlike Diana, Luisa realizes immediately what
Leo wants as a reward and refuses to be seduced, telling Leo, although in a joking tone: “tú no
pareces un príncipe” (212). As in La rata bastarda amarilla, there is room in El jardín de las
delicias for play and adjustment of the rules established in their games: Leo accepts her comment
but still thinks that she will take him as a “not-prince-looking” who pretends to be one, over
being alone and confronting her fears on her own. Within the small universe of González
Dávila’s plays, like the younger Polo of Polo Pelota Amarilla,120 Leo wants to assume a mission
in taking care of Luisa. The difference is that Polo somehow finds his mission: to save Paula and
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help her overcome her fears. This is exactly what Leo would like to do, but in the end he does
not. As a matter of fact, most characters in González Dávila’s dramaturgy do not reach their goal
in life or settle for one that is not good for them. The Polo of Polo Pelota Amarilla is an
exception in this sense. However, even though Polo succeeds in making a hero out of his
persona, he is scared like Leo is (and most Davilian characters): “¡Yo no soy un miedoso!
(Silencio) Bueno, no mucho… Me lo aguanto. No se me nota” (Polo Pelota Amarilla 273). Once
Leopoldo talks more about those fears, we get the impression that he is rather referring to
himself and the things that he has been afraid of since he was a child. But in this context he may
also mean that Luisa, as a woman, has a disadvantaged position in society. Leo later reminds her
that her boss would not have wanted her and her baby, while Leo’s father found her a doctor but
only so that she would have an abortion. Leo sees himself as the only one wanting to protect her
and not just to have her get rid of the baby. He does not embody a hegemonic masculinity and is
aware of that. He is also realistic about the limitations of society’s expected model for men and
can only hope that his partner will share his point of view.
With the Oedipal complex, Freud explains that to become a man a boy has to detach
himself from his mother and any of her traits in himself. At the same time, “the boy learns to
devalue all women in his society, as the living embodiments of those traits in himself he has
learned to despise” (Kimmel, “Masculinity as Homophobia” 128). Women’s “castrated” bodies
revive in men the anxiety of losing their phallus, that is to say, their power. This anxiety is most
obviously seen in the hatred with which the male protagonists of both plays kill Diana and Luisa.
Before the murderous acts, Leo and Iván reveal their feelings towards the opposite sex rather
unwillingly. In the “real” scenes of La rata bastarda amarilla, Iván seems shy, polite and
respectful towards Diana. His stereotypical conceptions of women are rather naïve, and Diana
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simply laughs when he asks her whether she is a lesbian after commenting that “ahora nosotras
somos el sexo fuerte” (Román 31). Iván explains his previous comment saying that “todas las
feministas son lesbianas o divorciadas y tu [sic] no eres divorciada” (31). Whether Iván’s naivety
is acted out or a true aspect of his personality, Diana chooses not to see the offensive dimension
of such comment probably because she is flirting with him. The subconscious level reveals a
stronger personality than the one shown in their real encounter. He calls her “perra” and “zorra”
(Román 26), and abuses her physically in several subconscious scenes. Direct insults are not
something that Iván refrains himself from applying to his (ex-)girlfriend in the reality level. His
apparent politeness may be due to the fact that he has just met Diana. Iván explains to her that he
has “terminado” his girlfriend because she was a “zorra” (27). “Terminado” here may
ambiguously refer to having finished the relationship or to having killed his girlfriend as well. He
found her cheating on him for the second time; the first time he seems to have killed the young
man with whom she was or at least to have beaten him up.
Leo’s insults to Luisa are rather childish, calling her often “mugre Luisa” (González
Dávila, El jardín 222, 230) or “Luisa la cacariza”121 (222, 227). Both appellatives refer to her
physical aspect and both are commonly used by children, hinting that Leo and Luisa may know
each other since childhood. As with Leo’s personality in general, we must remember that the
protagonists of González Dávila’s first dramas were children. In fact, Luisa complains that Leo is
“siempre jugando” (214). He hears things but Luisa thinks that he is just trying to scare her to
make fun of her. Her panties end up ruined after Leo has been playing with them. She calls him
“niño chiquito” (216) and he constantly asks for attention like one. For instance, he wakes Luisa
up because apparently something in the closet has bitten him. He examines his “bitten” hand,
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blows at it, and sucks it, like a child would do. He relates his pain to hers and talks of giving her
a kiss to make it all go away. The simultaneity of spaces and time frames makes it difficult to
assert whether Leo’s childish behavior is not just part of the revision of his past memories. As an
example, Leo plays with his sister as if they were back in their childhood (240-241).
Leo’s childish personality does not diminish the level of cruelty with which he treats
Luisa. We have already discussed his lack of sympathy and concern for her health and how he
tries to force her to have sex with him. We have also commented on how this physical attack
may be the cause for her death at the end of the play. And although Leo shows some tenderness,
he does not demonstrate understanding about her possible regrets for having lost her baby:
LUISA (Sonríe; apenas.) Si me vieras en la calle. Cuando voy por la banqueta, me clavo
en la cara de los que cruzan, y trato de imaginar cómo serían de bebés. Con qué gesto
nacieron… (Pausa.) Y pienso en mi propio bebé… ¿Oíste que dije “propio”?
LEOPOLDO (Tierno.) Tu cara, Luisa, se ve más delgada. (235)
His response is like his insults: a comment on her physical appearance that at the same time
ignores her delicate and serious health state. Luisa takes her condition seriously enough as to
later realize that she may be dying. She feels as if the baby’s death were taking over her: “Sentí
un vacío aquí, en el estómago. (Pausa.) La muerte no puede ser igual para uno que para otro,
pensé. Y me sentía morir, pero me aferraba a ese pensamiento y…” (222). She is scared of dying
and, probably more than that, of deserving to die for what she has done. There is a moment when
she is agonizing and Leopoldo wishes her to die not to put an end to her pain but to his (228).
Crude and hurtful, Leo suggests how she should kill herself with a shocking and meticulous
description:
LEOPOLDO El dolor es lo peor. (Pausa.) Pero déjame decirte cómo se quita, mi amor.
(Pausa.) Vas al lavabo y abres el agua caliente… Metes tus manos despacito, sin
quemarte. Que el agua te llegue hasta los codos. (Pausa.) Muy caliente el agua. Lo más
caliente que la aguantes. (Pausa.) Después, lo que sigue. Una navaja. Tú escoges. Están
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en la mochila. La más nueva, la más filosa, la más delgada. (Pausa.) Sólo sentirás una
leve comezón al principio. Casi nada. Un pellizco, donde encajas el filo y abres la piel
por primera vez. Es fácil, muy suave y ya está. El fierro se desliza sin sentir. Como
sobre margarina chantilly. (Pausa.) Luego vas a sentir un poco de cansancio, un poco
de sueño, adiós el dolor. Nada de dolor, nada de nada… (222)
A little later, right after getting his hand “hurt,” he reconsiders suicide for a moment but
not with the importance one would expect. His reconsideration is trivialized by the following
comment:
Tienes razón, Luisa la cacariza. Está duro quitarse el miedo al dolor… Pero no ha de ser
tan horrible morirse, mi vida. Total… las estrellas están muertas desde quién sabe
cuándo. Y ahí están, ahí siguen… Brillando nomás a lo pendejo. (223)
González Dávila’s characters are distinguished by their impossibility to change and by a deep
pessimism (Escobar Delgado 172). There is a certain existential reflection in Leo’s words. Pain
is worse than dying and, after all, for people like Leopoldo (and in his opinion, like Luisa) it
would not make a difference to be dead or alive in a meaningless life. “Shining” like a star does
not mean that his life is full. In his analysis of González Dávila’s dramaturgy, Escobar Delgado
discusses both the terms “existential” and “existentialism” as determining Davilian characters.
His definition of the latter is pertinent to Leo’s reflection: “es un instrumento de análisis de la
existencia entendida ‘como el modo de ser del hombre en cuanto es un modo de ser en el mundo,
o sea, siempre en una situación determinada, analizable en términos de posibilidad’” (308). Leo
reflects on their life through a simile with the stars. Escobar Delgado highlights in his definition
(and in that of the “existential”) “la constitución de la existencia —de ser— en tanto acto” (308).
That is to say, existence —like gender— is a performatic act. It depends on the specific situation
surrounding it and, more importantly, on the action taken by the subject in such a situation.
Moreover, that act itself is in relation to the subject’s “other:” “Este ser con los demás implica la
situación en la que el sujeto se enfrenta y se confronta con el otro, además de la toma de
126

decisiones del sujeto en relación con aquél hecha con entera libertad y responsabilidad” (309).
As in the discussion of identities, the character’s reflection on existence can be considered in the
context of gender. Leo’s masculinity and the choices that he makes in his performance of it are
conditioned by the situation and by contrasting his gender identity with Luisa’s as his “other.”
The last two quotes above may support Bruce Swansey’s interpretation suggesting that
Luisa commits suicide. However, the text does not specify how she dies in the end.122 After
escaping from Leo who was hitting her, Luisa goes inside the bathroom and he does not let her
leave. The last stage direction that refers to her only says: “la puerta del baño se abre lentamente.
Del lavabo surge una nube de vapor. Por el borde escurre el agua color rojo óxido. En el piso,
yace el cuerpo de Luisa” (González Dávila, El jardín 243). Suicide is an essential topic
emphasized by other reviewers of the play in addition to Swansey, as in the case of Quemain and
Josefina Brun.123 Another reference is in a poem that Leopoldo remembers having written for her
sister:
En una camilla de ruedas te vi llegar, decía. Mangueritas del suero te bailaban alrededor,
algo así como: Otro que se tira el numerito de regar la sangre a la menor oportunidad…
Así acaba el poema. (241)
In this case the suicide attempt seems to refer to her sister and it is treated with the same cynical
indifference even though it is clear that Leo and his sister were, like we will discuss, very close.
Iván and Leo’s hatred for women is also visible in how they refer to and treat their
mothers. Iván’s parents were not able to conceive him naturally but through artificial
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insemination. Even with this method, pregnancy proved difficult and they only had Iván
“después de seis embriones muertos y dos abortos” (Román 36). Diana sympathizes with his
mother’s suffering, but Iván simply admits to hating his parents. His hatred is very clear even in
the conscious level where he tries to project this feeling in Diana towards her parents:
IVÁN: ¿Tú no odias a tus padres?
DIANA: No los odio… estás dañado.
IVÁN: ¡Los odias, quieres matarlos! (37)
Iván blames his mental instability on his parents: “Por eso los odio… soy un monstruo” (37). He
feels that he was not meant to be born and that his criminal instincts are explained by the relation
between himself and the unborn babies. The time spent in an incubator instead of being with his
mother made him a cold person and produced in him the desire to kill:
IVÁN: Abro el hijo de puta refrigerador, miro su luz, escucho el sonido, siento su frío,
me congela hasta los huevos… quiero matar a todo mundo, porque mi mente, mi alma,
mi corazón… son solo eso, un pinche refrigerador… el más frío de todos… (Román 38)
Nothing else is said about his father, but his feelings for his mother explain his misogynist
attitude. While the screen shows images of caesarean sections and birth of babies in Scene 28,
Diana tries to talk about women’s capabilities with Iván and to have him show some respect.
Iván is annoyed from the very beginning of the scene and refuses to have what he calls a
“diálogo sexista” (42). In Diana’s efforts to have Iván recognize women’s value, she mentions
his mother. His high concept of himself, making him supposedly better than women, should lead
him to appreciate the person who brought him to life. On the contrary, Iván blames women for
the world’s “explosiones demográficas” (43) while claiming that his mother did not play such an
important role in his “creation”:
DIANA: ¿Tienes una madre?
IVÁN: Hasta dos…
DIANA: Una…
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IVÁN: Tres… un frasquito, un pinche refrigerador y un jodido vientre de paso.
DIANA: Es una mujer carajo…
IVÁN: Es solo un pinche hoyo, como un hotel de paso, cualquier hoyo pudo ser bueno, el
de un pollo o un cerdo… que importa, un hoyo es un hoyo. (43)
As modern medicine is able to help women in their unique capability of creating life, for Iván the
same can be said about the need of a “par de huevos” (42) in order to impregnate. Iván’s simile
of his mother’s uterus with a “hole” is simplistic and ridiculous. The same can be said about the
importance given to the role played by the incubator in his life, but not to his mother’s love
before and after he was born. Iván is a killer with no appreciation for life. For him, “[l]a vida es
una mierda…” (42). He is thus unable to appreciate women and their procreation power. As it is
commonly undervalued in contemporary society, even Freudian theory gives more importance to
the phallus than to women’s reproductive organs.
The first time that we see Leo’s sister Mari come out of the closet, she impersonates
Leo’s mother. Only one actress is needed to play both roles in order to explore the effect of the
women in Leo’s family in his personality and, for our purposes, the construction of his
masculinity. He is annoyed by his mother’s presence and forces her to leave, first verbally and
finally physically, pushing her back inside the closet. Leopoldo does not tell his mother why he
is so upset at her. He acts like a troubled teenager, demanding and abusive. He is hurtful when he
complains about her housewife skills, as if he were her husband and not her son. He demands
clean clothes, milk in the fridge, and, as a response to her concern for his use of drugs, aspirin.
According to her, Leo did not use to treat her like that. He actually used to be the one to support
her when her husband was offensive to her and her other children did not care about her
suffering:
Me dabas tu mano por debajo de la mesa, cuando notabas que tu papa me ofendía.
Mientras tus hermanos se tiraban bolitas de migajón. ¿Te acuerdas? Tú me acercabas la
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sal, me servías más limonada. Lo que fuera, con tal de que no me sintiera tan sola, tan
desprotegida frente a papá. (González Dávila, El jardín 225)
Psychoanalysis would explain that as a child Leo actually saw himself as his mother’s
“compañero” (225) and his father as his rival. This rival would prove to be too strong and
powerful for him. Leo’s way to cope with his detachment from his mother is to treat her like his
father does. His treatment of other women is merely a projection of his relationship with his
mother. On the other hand, she has never confronted her husband for the way he mistreats her.
All she wants is that Leo talks to his father. She trusts that her husband will convince Leo to stay
and leave Luisa. Within the Trilogy, Pastel de zarzamora presents the siblings’ mother with the
name of Rosaura. At first at least, Rosaura opposes her younger son’s departure. She is a
paralyzed soul, whose unhappiness in her marital life is eluded with housework. Although at the
end she tells her son René that he should leave, he does not. The play portrays her as the
feminine force not allowing the boy to develop his personality. However, in the case of El jardín
de las delicias at least, she also brings up the best in Leo: how to care for someone else.
Leopoldo must care for his mother; otherwise, he would not have called her to let her know that
they were doing fine. He obviously did not want her to worry.
Leo’s father has the economic means to support his son’s education, as well as to put him
back on the right path. More importantly, he has the right connections through his job, which is
apparently related to the police as we learn during Leo’s conversation with his sister Mari. The
siblings talk about a gun owned by their father and Mari points at a car parked outside that has
been following her. According to her, her father is having her followed. Considering once again
González Dávila’s work as a whole and how characters from different plays tend to refer to each
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other, we cannot help but to think that the father had something to do with the repression against
students in 1968 and that Mari is somehow involved in the students’ movement:124
MARI: […] Los infelices me cayeron cuando yo no estaba. Entraron a empujones y me
voltearon el depa al revés. Que andaban verificando una información, ya sabrás. Se
llevaron la tele y mi maquinita. Hasta con la cafetería cargaron los muy… (Pausa.) Mi
pareja se enfermó del susto. No supo ni qué.
LEOPOLDO: Habrá sido por el lío del edificio. Hasta hubo tiros, ¿qué no?
MARI: De eso ni quien se acuerde. (234)
Ambiguity is an essential quality of El jardín de las delicias (and in González Dávila’s work as a
whole) and those “tiros” can refer to what the audience heard coming from outside the hotel
(219) or to the shooting against the students in 1968. This last possibility is reinforced by Mari’s
comment “[d]e eso ni quien se acuerde,” as a critique to a society that after all became
accomplice in the government’s silencing of the massacre. In any case, the siblings’ conversation
reveals a very close relationship in which they can say what they want with almost a sense of
relief, since the social repression of their times particularly was impersonated in the figure of
their father. In fact, they planned to denounce their father, although apparently they never dared
to do it (234-235). The intimacy of the siblings became incestuous as Leo’s first sexual
relationship was with his sister. If he does not seem happy to see her it is because she has used
him before and he knows that she must be up to something. Mari asks her brother for money and
their father’s gun. Leo throws money at her but it is probably not enough because she asks him to
go and visit a certain “señor” who in the past has given things to Mari in exchange of “un
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This topic appears already in his play La fábrica de juguetes (1970), where one of the three groups of
protagonists, the so called by the author “Expectantes,” are ghosts of kids who were killed during the
shooting against the student protesters. From the second group, the adults, Ramiro can resonate in Leo’s
father as a character who participated in the repression. Within the Trilogy, in Pastel de Zarzamora René
reproaches his father’s participation against the students.
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poquito de tu [her brother’s] amor” (234). In Crónica de un desayuno,125 a play written soon
after El jardín, we see a very similar version of Leo but at the family house. His name this time
is Teo and all the family members take advantage of him in one way or another. Leo’s place in
his family explains the way that he treats Luisa. To begin with, his weakness (he does not look
like a prince) and sensibility (after all, he cares for his mother) place the model of his father —as
the man of the house to whom everybody obeys— out of reach for him. The closer he resembles
his father is in his childish insults, the unrespectfull mistreatment of his mother, and the more
violent behavior at the end of the play. His loyalty to Luisa, even if she kept sexual relations with
her boss while being with him, and the insecurities toward the relationship can be understood
through his relations with the women of his family. He is afraid of Luisa taking advantage of him
like his sister did or of finding out that she is only looking for his emotional support like his
mother.
Iván’s low regard for women can explain in part his sexual preferences for men.
Although he had a girlfriend, Iván had a sexual relationship with Diana’s brother. The reason
why Iván kills Guillermo is never fully established, but a possible answer is the fact that Diana’s
brother used to have sex with her husband Mark as well. When Diana is telling Iván about her
brother’s death and how it could have been a “traición o venganza entre homosexuales” (Román
25), Iván reasserts the theory: “Bueno, esa gente reacciona de esa manera, más cuando están
celosos” (25). It seems that Iván’s hatred for Mark has to do with the fact that the latter had some
political power and participated in the closing down of a sawmill. In consequence, someone he
cared for or even himself seems to have lost his job (19). However, Iván equally asserts to have
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It was written in 1986 but it was not staged until 1990. A year later, González Dávila wrote a
continuation to this play, El mismo día por la noche (1991). The repercussions of everybody’s disregard
for Teo is even more clearly presented in Aroma de cariño (1998) where we see the same family but this
time Teo is sent to the hospital after being raped by some of his fathers’ friends.
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enjoyed sex with Mark before and we must conclude that there is not enough information to
know what made Iván kill both men. We cannot disregard the possibility that he is deeply
disturbed and his daily occupation, butchering pigs, has turned the act of killing into a casual
activity without moral consequences. But from the point of view of gender dynamics, his
murdering actions seem a way of (re)asserting his masculinity in two ways. First, the fact that he
never accepts his homosexuality (or bisexuality) to Diana suggests that it is an aspect of himself
that he is unable to embrace. In the quote above, he talks about “esa gente” (25) in order to refer
to homosexuals. In Scene 20, Diana and Iván ask each other about their first sexual encounters.
Being in the subconscious level, they are supposed to feel free to tell the truth. However, when
Diana specifically inquires when was the first time that he had sex with a man, he simply calls
her “lesbiana” (30) and talks about his first heterosexual encounter with a young girl. His
reaction is exactly the same a couple of scenes later when Diana calls him “homosexual” (43)
waiting for the acknowledgement of his sexual inclinations, but his response is once again to call
her a lesbian and to end the conversation: “Se acabó la plática lesbiana…” (43). Later in the
same scene, he mentions having homosexual relationships in the weekends, but in an attempt to
keep interrupting Diana.126 Even in the twenty-first century and after the gay movement that
erupted in Mexico like in many other parts of the world,127 Iván cannot admit his sexual
preference as a defining characteristic of his identity. The masculinity that he portrays is that of
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She tries to tell him about Marie Curie, probably as an example of a woman famous for her scientific
discoveries about radioactivity: “Diana: Una enfermera… / Iván: Están bien para coger en domingo, pero
generalmente estoy crudo y con el culo adolorido… / Diana: Marie Curie…” (43).
127
The gay movement in Mexico emerged out of the students’ movement of 1968 and world-wide events.
A few years later the first gay organizations appeared as well as magazines such Nuestro cuerpo and
Nuevo ambiente. The famours activist Nancy Cárdenas proclaimed her homosexuality around those years
in the popular TV show 24 horas led by Jacobo Zabludovsky. The Gay Parade started taking place in
Mexico in 1979 and the Gay Cultural Week in 1982 (Torres 92).
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the “macho” who does not consent to his girlfriend’s promiscuity, while he secretly sleeps with
other men. Second, despite the low income and reputation brought up by his job, Iván asserts his
masculinity as hegemonic against Guillermo and Mark by confronting them physically, to the
point of killing them. He proves to be more cruel and heartless. He does not just kill them but
butchers them.
So far, the structural division between a real and a subconscious level of both El jardín
and La rata has guided my analysis of the male characters’ masculinities from the point of view
of key Freudian notions. A second structuring element to be considered here is the development
of the action and the denouement of the plot. In this respect, González Dávila’s and Román’s
plays diverge. The difference in the construction of both plots will reveal two distinct
conceptualizations of violence. In addition to analyzing the role played by the main violent
incident in each piece, the killing of Luisa and Diana respectively, we will look into the type of
violence displayed in each case. However, when seen from the point of view of gender, violence
brings both plays closer once again. The criminal acts committed by Iván and Leo do not occur
because of an inherent difference in men in opposition to women. Men’s violence is rather a
vehicle to assert their specific type of masculinity affected by concrete socio-economic and
historic circumstances. Still, the plays do not take the blame away from Iván and Leo in order to
place it on their society. Both men can thus be seen as agents in the conformation of their
masculinities.
In El jardín de las delicias there is a main violent event towards which the action of the
play advances: Luisa’s death. Diana also dies by the end of the piece, but the plot does not build
towards her death as its main structuring point. The plot flows in two parallel lines: the gathering
of clues by the audience, although not by Diana, towards the fact that Iván is an assassin; and the
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increasing intimacy between the protagonists, who at first were strangers to each other. Both
lines seem to meet in scene 31, the last one at the real level, when Diana finds a knife in Iván’s
pants at the moment when they start kissing and caressing. However, Iván explains that it is his
“work tool” and puts it away. They talk more and finally decide to go to a hotel where it is
understood that they were going to have sex, but Iván kills her. Their direct confrontation is not
seen on stage.
To the contrary, the most intense moment in González Dávila’s play occurs when Leo
batters Luisa. This takes place at the end of the third section. Luisa wants to leave but Leo, in a
futile attempt to stop her, takes her suitcase claiming that it now belongs to him. In the scuffle,
the suitcase opens and Luisa’s clothes scatter on the floor. While she is trying to put them back
in her bag, Leo “le cae encima y la golpea salvajemente” (González Dávila, El jardín 240). Luisa
tries to scape, first running towards the door, but she cannot open it; then, she calls for help out
the window. Leo is frantic and tells her “[e]stás muerta” (240). This terrifying assertion can be
understood as a threat, a glimpse of awareness of her poor health condition by that moment, or a
response given from the subconscious level as if Leo were talking to his memory of Luisa
already dead. She still manages to go inside the bathroom but the damage is done: her death is
metaphorically represented in stage by the red stain that starts gradually staining her clothes
(240). The last section of the play has an anticlimactic effect and, at least until the bathroom door
opens and Luisa’s corpse is seen laying down, the audience has a few moments to hope that she
is still alive. Gloria and the manager come in, inspect the place, and take all the valuables that
they find. After covering Luisa with a sheet, they leave and lock the room with Leopoldo inside
with the intention of keeping everything the way they “found it” until the police comes. The play
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closes exposing the consequences of Luisa’s death on Leo, that is to say, how he loses his mind.
As he kisses and contemplates Luisa’s cadaver, he says:
Mugre Luisa… (Pausa.) De aquí no me muevo hasta que despiertes. Aunque me quede
todo el día y toda la noche. Aunque la hierba del jardín crezca tanto que nos alcance y
nos cubra y nos desaparezca. (Silencio.) Voy a esperar a que despiertes, mugre Luisa.
(244)
Despite his childish reaction and/or his denial to believe what has happened, the audience may
sympathize with Leo’s pain. He cannot resume his life without Luisa. He is now willing to
“disappear,” which may project his own idea of suicide to himself. Of course, Leo’s last speech,
despite its poetic quality, does not alter many critics’ opinion of his personality. For instance,
Gilberto Guerrero describes Leo as “un individuo insensible, torpe, violento, autoritario,
inseguro, celoso, incapaz de encarar a su padre… que busca salidas infantiles y con una
inclinación sensacionalista al suicidio; tarde descubre que lo mejor es dar marcha atrás” (12).
Sympathizing with Iván proves an even harder task. He is a more distant character and definitely
an assassin. Regardless of whether Iván and Leo can be likeable characters, or even whether this
is the authors’ intention, both plays provide a complex insight into their male protagonists. The
motives for their murdering acts are not entirely clear, but as I discussed in this chapter, they
respond to a set of masculinity parameters that they aspire to perform.
Taking into account that Leo is an immature version of some of the younger characters of
González Dávila’s previous plays, it can be stated that for his author, Leo is as much a victim as
Luisa. However, the plot of El jardín de las delicias revolves around Luisa’s death. On the other
hand, in the case of La rata, in addition to Diana’s murder, there are two other important crimes
revealed to the audience as the play progresses.128 There are specific and gruesome details about
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There are actually two (maybe three) more victims in addition to Guillermo and Mark. It was already
mentioned how Iván “finished” his girlfriend. Previously, he had also “distanced” himself from her lover
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the deaths of Guillermo and Mark. Diana shares information learned about her brother’s death
from the police report: he had “treinta y cinco puñaladas en la espalda y el pecho lleno de
quemaduras de cigarro” (Román 23) as well as “semen en todo su cuerpo” (35). His body was
found in the forest and, the police conjectures that it was used to inhale lines of cocaine. As for
Mark, Diana does not know that her husband was killed but Iván pictures his death for her in a
subconscious scene:
IVÁN: Imaginas a tu esposo muerto en tu cama con el pecho partido a la mitad, con los
pulmones de fuera, y la tráquea al cuello como corbata ¿verdad?
Diana: Siempre…
IVÁN: (La golpea nuevamente.) Su corazón lleno de colesterol, puesto en la boca, como
manzana para cerdo de año Nuevo. (57)
Iván has also used Mark’s body to inhale cocaine and, according to his own account, he
cut his penis off and left it in the fridge. The butchered bodies of Mark and Guillermo are not the
only images that cast a shadow on Diana’s final murder. As I mentioned before, violent images
accompany the characters’ actions throughout the play with the help of the projector and the
screen. Most of the subconscious scenes are, as a matter of fact, quite violent themselves. In
them, Iván and Diana basically take turns in advancing sexually over the other, like in a war of
the sexes, fighting for holding the power and being the one in control of the situation. In order to
do so, they abuse each other, both verbal and physically. In addition to the verbal violence in
Scene 22 discussed before, Iván is handicapped and Diana slaps him a few times. In Scene 24,
Iván throws Diana to the floor and tries to asphyxiate her with his belt.
The violent acts belong to the subconscious level and are accompanied by even more
explicit images in the screen, but there is nothing of this nature in the “real” level. Diana’s killing
is not performed on stage either, which makes her death secondary in the plot structure. As
forever (Román 27). Finally, the man working at the local store of their neighborhood annoyed Iván, and
he suggests with several expressions (such as “Ya lo dejé en paz”) that he killed him (51).
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commented before, the play closes with the following image projected in the screen: “Iván
matando cerdos en una carnicería, tras él, con las manos esposadas y colgadas de un garfio esta
[sic] Diana, agónica” (59). On the contrary, most violence of El jardín is shown on stage. Of
course, it is easier to represent Leo beating Luisa than Iván killing Diana as if she were a pig or
any of his other atrocious murders. This does not mean that González Dávila’s play did not
impress his audience, since domestic violence is a far more common social problem than the
brutal murders described in La rata.
Although most violent acts in El jardín occur against Luisa, González Dávila also
exposes his characters to aggression. Some of that aggression is part of Leo’s life. For instance,
almost anything related to his father has some level of violence in it: his gun, his involvement
with the police in repressing social unrest, and his offensive behavior towards Leo’s mother (as
well as himself and his sister). More violence comes, on the other hand, from out in the streets.
Several times there are noises and people’s cries coming from the street that correspond to events
that only Leo and Luisa (or at some point only Leo) can see through the window. For instance:
“Se oyen gritos en la calle. Él se asoma. Se oye un claxon que suena largo, interminablemente.
Una mujer grita: “No. No.” El claxon calla. Luego, chirridos de llantas de un auto que se aleja”
(González Dávila, El jardín 213, italics in the original). In another moment, there are gun shots
to which Luisa reacts running to the bathroom where she throws up, whereas Leo seems quite
excited to have witnessed the incident: “Qué puntería de ese tipo, ¿te fijaste? ¿Viste cómo voló
por arriba del carro…? Le dieron al más chico, pero el otro sí se les fue” (219).129 All sorts of
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Again, in this reference it is easy to suppose that the third person plural subject are police agents acting
against some student of the 1968 demonstrations.
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crimes seem to be happening right outside, from murders to thefts.130 Even dogs can be heard
fighting (226), which gives the outside world some kind of animal primal quality. The next room
also raises the tension already building up. Leo is annoyed at the noises next door and believes
that they are done on purpose to complain about him. At one point though, we actually hear a
young man yelling: “No. Suéltenme. Me la van a quebrar. Ay, ay. Por favor. Me van a quebrar
la…”. Un grito terrible, prolongado. Luego, silencio.” (235). Whether the pain endured by the
young man is inflicted as part of a psychological treatment —understanding in this case that they
are in a mental hospital— or for being tortured, it does not lower the level of violence
surrounding Leo and Luisa. The closet is one more place where aggression and violence comes
from. The manager tells a terrifying story about the closet and how rats ate a little girl left there
(229). As I mentioned earlier, Leo is attacked —or so he believes— by something inside there.
When he gets tired of Mari, he pushes her inside the closet and when he incidentally locks
himself inside for a while, he comes out very agitated. The closet is a terrifying object/space in
the play. All this violence is representative of the dangers and crime lived in Mexico City on a
daily basis. As a realist writer, González Dávila is interested in representing this aspect of his
society. To a certain extent, the violence coming from the window, the closet, and the room next
door, can be seen as a similar function to that of the Sony screen in La rata. However, Luisa’s
murder is still more central to El jardín than Diana’s, especially because Iván is responsible for
more deaths in addition to Diana’s.
Violence and crime occupy an important place in both González Dávila’s and Román’s
work because it is a significant problem in their society. “Some national public opinion polls
show that seven in ten Mexicans consider crime the number-one issue (even in 1995 amid a
130

We infer that there are thefts when it is said that “alguna alarma suena desde un almacén cercano”
(González Dávila, El jardín 242).
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devastating recession)” (Levy et al. 16). Despite the abundance of news coverage and the
popularity of books, movies and even soap operas about violence (especially related to drugtrafficking), it is not a recent issue. “The acceleration of crime is startling in Mexico City: up
about 40 per cent from 1963 to 1980, up more than that in the 1980s, and more than that again in
the first half of the 1990s” (15).131 Precisely because crime has kept rising and it is much higher
these days than in times of González Dávila’s generation, both authors conceptualize violence in
a different way through their plays. Violence for González Dávila still has the power of shaking
his audience and producing awareness. That is the reason why El jardín builds up its tension
towards Luisa’s death. It remains unclear if proper care could have saved her from the
inadequate abortion.132 The audience may sympathize with the youth and the few resources
available for them to elude the violent conditions of their society. Violence for the Nueva
Dramaturgia is still a crucial element in the plot, even if it leads to a negative resolution and asks
for reflection as we already saw in Máscara vs. Cabellera. Apolo’s death at the end of that play
calls to consider the institutional forces hiding and manipulating people’s relationships in order
to guarantee control and subordination. A closing violent act reveals something wrong in society
that needs meditation.
On the other hand, Diana’s death is presented post factum as a crime already committed,
like the murders of her husband and brother. This links Román’s play to Morales Muñoz’s Hítler
en el corazón. In this last work, although the soccer player died for natural reasons, his death was
of a violent nature because of the sudden and unexpected way in which such a young and athletic
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Levy et al. cite Angelina del Valle’s “Reestablecer el estado de derecho.” El Universal, October 29th
1995.
132
Abortion was penalized in Mexico up to 2007 and even now it is only legal when conducted up to
twelve weeks of pregnancy. In 2006, Daniel C. Levy and Kathleen Bruhn estimated about two million
illegal abortions occurring annually and, accordingly, “abortion [is] perhaps the fourth leading cause of
maternal death in Mexico” (Levy et al. footnote 25).
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man lost his life. Like in La rata, death is presented as an event that has already happened and
that triggers the action of the play instead of being the final effect of the plot. The violence in La
rata bastarda amarilla and Hítler en el corazón draws attention on itself and the media that
makes it part of daily life. In other words, by not relying on death as a revelatory and eyeopening event, we are made to ponder upon how we have become so insensitive to the daily
exhibition of killings and crime. Media and advertisement are presented as part of the answer.
Their active role was already emphasized in the analysis of Hítler en el corazón. Román gives
media and advertisement their significance in the lives of the characters through the Sony screen
during the performance. There are also certain scenes that touch upon the influence of ads and
television in our capitalist and commercialized society. For example, in the subconscious Scene
8, Diana establishes a simile between Iván and the men who normally appear in Marlboro
cigarettes commercials in order to explain why she finds him attractive. Román questions the
seemingly universal and globalized meaning of products by having his characters express
different interpretations of the popular cigarettes ads. If Iván reminds Diana of the Marlboro
men, it can be because he is younger than her and has an appearance of tough and untamed. She
has just met him, but she is already participating in the construction of his masculinity according
to what she finds attractive in men. Iván, on the other hand, rejects the comparison because of his
class and race awareness, considering the problematic relation of Mexico to the country from
where both product and ad come, the United States: “Nunca me habían dicho algo así, me han
dicho que me parezco a los monitos que anuncian Bacardí o toda esa clase de mierdas, pero
jamás de cigarros y menos de Marlboro” (Román 17). In the next two scenes, Iván and Diana
draw conclusions about each other based on the cigarettes that they like smoking:
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IVÁN: Cómo te gustan esos cigarros de porquería [Marlboro Light] y lo más triste del
caso es que te enloquecen esos mariconcitos a caballo que los anuncian…
DIANA: Están buenos.
IVÁN: Buenos son los Camel. No me vas a negar que no penetran tu subconsciente ese
par de figuritas que están cogiendo y mamando en la joroba del camello… Eso es
realmente excitante.
DIANA: (Se aparta de él) No, no me causa ni la menor excitación, además, que me caga
todo el monopolio publicitario… Fumo lo que me gusta y ya.
IVÁN: Entendido, otra más que no supera la etapa fálica y oral…
DIANA: Y otro estúpido que tiene fijaciones sexuales hasta en los pinches cigarros y que
seguramente esta [sic] dañado y atrapado en su etapa anal. (18)
The irreverence commented before in the characters’ references to Freudian concepts is
combined here with its application to publicity. Each of them wants the other to acknowledge the
influence of ads in their cathexis as a way of imposing dominion. The audience, thereby, is
invited to reflect upon how much manipulation there is in our sexual desires and phantasies. At
the same time, the masculinity that Diana expects in Iván and that which he is trying to perform
are, whether they want it or not, greatly influenced by images created and reproduced in the
world of publicity. Those images and their response to them are, as represented in La rata, very
violent, often reaching an explicit gore quality.
The gore and gruesome of Alejandro Román’s violence stands out as a prominent
difference between both generations. Most of the images projected in the screen are of this
nature. In contrast, the red stain representing blood and Luisa’s death in El jardín has a clear but
rather subtle impact. Blood is abundant in La rata bastarda amarilla and it lacks the poetic
quality with which González Dávila uses it. In addition to the many bloody images projected, the
two final scenes in Román’s play have a stream of blood falling on the characters while they give
their final monologues. The scenes are meant to be poetic in their own way as their titles —
“Soledad de Diana” and “Soledad de Iván”— allude to important poetic references such as
Gongora’s Soledades. Taking the titles more literally, they allow the characters to express not
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their subconscious nor their conscious beings, but the loneliness that they feel in the world
depicted by Román. Still, the impression that all that blood falling on Iván and Diana causes in
the audience is much stronger than the red stain spreading in a metonymic representation of
Luisa, that is to say, in her clothes.133
The differences in the representation and conceptualization of violence in El jardín de las
delicias and La rata bastarda amarilla respond to dissimilar historic realities engaged by their
authors. In this sense, Leo and Iván are portrayed as products of their historic and socioeconomic circumstances in the performance of their masculinities. Both Jesús González Dávila
and Alejandro Román are interested in a realistic theatre that stays true to their life experiences.
At the same time, nevertheless, the blame for the criminal actions occurring during these plays is
not placed solely in those circumstances. As in the performance of their masculinities, Leo and
Iván’s agency is fully displayed. Leo’s transition from sobbing to roaring with laughter after
beating Luisa and locking her in the bathroom is a clear signal of his mental instability. In his
final speech he refuses to believe that Luisa is dead, and so, he seems to have a distorted notion
of reality. However, these last words also express his will of action: “De aquí no me muevo…
Voy a esperar…” (González Dávila, El jardín 244). Likewise, the images in the screen are meant
to show how the violence of his time has damaged Iván’s mind. But the murders he commits are
not the result of intermittent lapses of dementia. He says that he thought of how Guillermo would
die the day in which they met and he suggests that he makes sure that his victims die “en lo que
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Alejandro Román’s work is actually quite poetic but it has to be seen from a different point of view
because it never lacks the gruesome quality that he considers so essential to represent Mexican reality.
For example, poetic language is used by the characters in Scene 26 in contrast with their actions. The
characters relate their imagined sensations as babies when they were just born and switch from the first to
the second person as a way of expressing good communication and understanding of the other. Metaphors
such as “[l]os metales gritan heridos de muerte” are combined with foul language such as “chingada,”
“puta,” or “maldito” (Román 38). Román’s recent plays such as Las perlas a los cerdos (2012) can be
read as a series of long poems.
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más odia[n]” (Román 56). As hateful and scary as these male characters might appear, the fact
that their agency can be discerned opens up the possibility of choosing a different course of
action. Finally, it is important to understand how different historical circumstances could lead
them to different choices.
As seen above, the study of women’s role in the construction of men’s masculinities in El
jardín de las delicias and La rata bastarda amarilla has led to an examination of violence as a
re-occurring element in both generations of writers (although with their differences in
conceptualization of such violence) and as constitutive of their male characters’ gender
performances. Although Iván kills at least two other men in addition to Diana, I have placed a
particular emphasis in this chapter on the violence against women. The “other” in the contrasting
process by which men build on their images as such can also be a man. As a matter of fact, it is
against other men that they seem better capable of defining their masculinity, as competition for
supremacy is stronger. Iván’s interest in Diana has much to do with the fact that she is related to
two men that were important in his life. Even if he first approaches her without knowing who she
is, other man’s interest in her —the man who was trying to rape her—is what brought her to his
attention. It is other men who guide the direction of Iván’s actions: “es de la chingada remover
las humedades de otro cabrón… En teoría por eso te recogí esta noche” (Román 22). Similarly,
Leopoldo’s masculinity was seen as highly dependent on his father’s as well as other men as key
references. In particular, the sole mentioning of Luisa’s boss gave rise to Leo’s first violent
reaction. In the following chapter, the relationships of men facing other men will be analyzed in
four more plays as determinant of their masculinities.
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Chapter Four
Masculinities and the Male “Other:” Indispensable Friends and Enemies
Gender is continually constructed and asserted, configured and adapted to arising
circumstances. In order to comply with this, both men and women use all available “tools” at
their disposal. As I argued in Chapter Two, the physicality of their bodies is one of these
essential “tools.” Contrast against the “other” gender is for men another way to conform their
masculinities as discussed in Chapter Three. In addition to that, and as I announced at the end of
the previous chapter, men need of other men in the construction of their gender identity. That is
to say, a man can be and, more often than not, is the “other” for the configuration of another
man’s gender. This idea was already considered in Chapter Two, as the performances of the
soccer player and wrestler in the field and wrestling ring were evaluated by others as worthy of
their hegemonic status in gender terms. It is still valuable to repeat here Kimmel’s statement:
“[m]anhood is demonstrated for other men’s approval. It is other men who evaluate the
performance” (“Masculinity as Homophobia” 128). These other men can be, like the game
commentators and the extreme fan with the deceased player’s jersey in Noé Morales’ Hítler en el
corazón, complete strangers to the man embodying the hegemonic masculinity. On the other
hand, they can be quite close to the particular man both as friend or enemy. In the case of Rascón
Banda’s Máscara vs. Cabellera, Cerebelo is both Apolo’s best friend and worst enemy, the one
to take his life. Cerebelo’s masculinity first supports Apolo’s hegemonic position, dedicating
himself to Apolo’s cause on the same side of the ring and recruiting support to improve their
situation at the labor union. By killing him at the end of the play, Apolo’s hegemonic masculinity
reaches a mythical level, since he will always be remembered and venerated as an idol.
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In this final chapter, I will approach the particular relationship of pairs of men that
negotiate the parameters of their masculinity collaborating, supplementing and even quarreling
with each other. I will first analyze two plays in which two men conform their masculinities
through fraternal bonding followed by two other plays in which the protagonists recur to an
enemy for the same purpose. Sports, like war, create very clear homosocial circles in which mento-men relations are easily elucidated. The relationships studied in this section are enclosed
within much smaller homosocial environments, basically consisting of a personal history either
of friendship or enmity. The gender regulations obeyed by the masculinities of these four plays
might not seem as rooted as those of an institution, but social class, economic status, and
geographical coordinates supply these men with the necessary rules to be followed in their
gender conformation. The main goal of the present chapter is to examine how those rules
determine the relationships between each pair of men. Considering Octavio Paz’ binary
chingón/chingado would lead to expect that every man attempts to impose his superiority over
his “other,” as seen in the previous chapter when the “other” was a woman. However, these plays
show that such a pair of antonyms is in fact a façade that hides a more complex man-man
relationship. The study of gender is the key to explore such a complexity.
Violence was a factor already considered in the previous chapter focused on men-women
relationships: “Men are much more likely to commit acts of violence against women than women
are against men” (Bowker 57). There is probably more violence by men against women than
against other men if all forms of violence are considered. However, violence appears in one form
or another in the four plays. “In fact, men kill other men more often than they kill women” (82).
Murder characterizes the older generation’s plays of this chapter: it comes as a poetic (in)justice
in Rascón Banda’s work and it constitutes the dramatic action in González Davila’s. In the case
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of the younger generation, violence is portrayed as a more organic phenomenon. It is a
surrounding circumstance in Luis Enrique Gutiérrez Ortiz Monasterio’s and Edgar Chías’
characters, but manifested in the plays through the protagonists’ internalization of it. Violence is
not essential to these writers just because of their realistic approach to literature, but because it is
an unavoidable effect of the tensions resulting from the men-to-men relations that they depict.
The four plays here considered stage Sedgwick’s idea of our society as dependent mainly
on men-to-men relationships and their homosocial desire. Women appear as well and, like in the
previous chapters, they also constitute the “other” against which men set up and reassert their
masculine values. But the homosocial relations between men are at the base of each of these
plays; they set up the action and serve as its main dramatic force. Víctor Hugo Rascón Banda’s
La daga and LEGOM’s Edi & Rudy are the plays depicting men’s friendship. In both cases,
these men converse about several issues, but also about themselves and, in particular, about their
friendship. They even articulate their own definition of friendship. At the same time, those things
against which they define their masculinity are relevant topics in the conversations. Misogyny
and homophobia are some of those diametrical opposites. These same factors will actually prove
a necessary companion for the tensions that they feel as a result of needing their friend “other.”
Enmities as indispensable as the previous friendships occupy the core of Jesús González Dávila’s
Las perlas de la virgen and Edgar Chías’ Telefonemas. The male protagonists in these two plays
need their enemy in order to (re)assert their masculinities and even to continue with their lives.
Death and/or a more abstract “disappearance” of the self are the extent to which those men are
willing to reach. An insight into what they understand as their enemy or why they even consider
them as such leads to the conclusion that those opposite forces are also extremely close and
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similar to each other. As a matter of fact, in the case of Las perlas de la virgen, the protagonists
are almost exchangeable and the enemies in Telefonemas actually refer to the same entity.
Víctor Hugo Rascón Banda wrote La daga during his work at the Hugo Argüelles’
workshop.134 The director Julio Castillo heard Rascón Banda reading it and became interested,
asking to the playwright to write two more plays in order to stage them as a trilogy. Rascón
Banda wrote El machete and El abrecartas, but the director was not interested in the former;135
thus, Rascón Banda wrote La navaja, which would be performed with El abrecartas and La
daga as part of the trilogy Armas blancas in 1982.136 The common element in the four plays is
that at the end there is a murder committed with a bladed weapon (arma blanca). Julio Castillo’s
direction gave to the performance of the trilogy the feeling of being in a nightmare. The location
of the staging (after other places had been considered)137 helped with the nightmarish effect
sought: the play was staged in the Sótano del Teatro de Arquitectura of the UNAM, which as its
name indicates is located at the basement of the theatre. Alejandro Luna was its stage designer
and the performance was a success. It signaled an essential landmark for Rascón Banda’s career,
which at the moment could be said to have just started to take off after the production of Los
ilegales (1979). Precisely the fact that the Chihuahua playwright was not an important name in
the Mexican scene yet is the reason why, according to Rascón Banda, he could not impose his
134

This is the same workshop, mentioned in Chapter Three, which Jesús González Dávila also attended
(among others) between 1980 and 1981.
135
Rascón Banda explains the director’s negative response: “No le gustó El machete porque sucedía en la
sierra de Chihuahua. Me dijo: “Yo no conozco ni el Desierto de los leones”” (Galicia and Almonte 158).
136
Published as Víctor Hugo Rascón Banda, Armas blancas (México: UNAM, 1990). El machete was
first published in Repertorio: Revista de Teatro de la Universidad Autónoma de Querétaro 1 (1981).
Emilio Carballido published just La daga in two anthologies: Más teatro joven de México (México:
Editores Mexicanos Unidos, 1983) and 9 Obras jóvenes (México: Editores Mexicanos Unidos, 1985). All
citations come from the latter edition.
137
At first, they thought that they would perform in the theatre El Galeón. Because of some bureaucratic
problem, they were not going to be able to use the theatre until the following year. They started rehearsing
then in El Foro EON. The problem with this space was that it was too small. See García Gil.
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will over some of the decisions made by the director. However, as discussed in relation to
Máscara vs. Cabellera, Rascón Banda is the kind of playwright who writes for the stage and
respects the director’s own interpretation. In particular, one of the scenes added by Julio Castillo
that the playwright did not agree with added explicit information about the two male characters’
relationship. Not just the text itself, but also the performance of the play is completely focused
on the men’s friendship. With this friendship, the male protagonists assert the values determining
their gender performance. But it is also because of this friendship that the play results in a
murder and possibly the demise of at least one of the men. The end of the play suggests as well
that the friendship will not be the same ever again.
The fact that there were modifications in the actual performances of the plays is not the
only similarity between the staging processes of Máscara vs Cabellera and La daga. As
discussed in Chapter Two in relation to the wrestlers’ play, the rehearsals for Armas blancas
influenced the final staging:
Para las rutinas colectivas, el maestro llevó un cuchillo de cocina y advirtió que tuvieran
cuidado porque estaba filoso. Con el cuchillo en escena los ensayos se volvieron
violentos y peligrosos. En los ejercicios, cualquiera como personaje podía ser asesino de
otro personaje sin importar que la víctima perteneciera a otra obra diferente. (García Gil
31)
These routines were carried out by the characters on stage as if in a dream (or rather a nightmare)
while they were not playing a part in the main action. In addition to the nightmarish feeling
already mentioned, these side-actions had the effect of “aflorar la violencia y que todos la
vivenciaran” (García Gil 32). As a matter of fact, some of the actors abandoned the group
because of the intensity of this violence. The playwright’s perception of his reality is well
represented by those characters willing to kill anyone who comes on their way. In an attempt to
explain the violence of his plays, Rascón Banda comments: “Sale uno a la calle y se enfrenta con
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un mundo en crisis en el que sobrevive no el más justo, sino el más fuerte, el más mañoso, el más
audaz” (Pineda Baltazar 18).138 In terms of gender, these words and the actors’ routine would
well represent the fight for a hegemonic masculinity (very much like we will see later in
González Dávila’s Las perlas de la virgen). But also, the subordination of a character in the sideroutines did not have repercussions in the plot of the plays per se; that is to say, fight for
hegemony was presented as a game meant to start all over again without creating fixed
chingón/chingado categories. The performativity of gender was emphasized by the overall
structure bringing the three plays together.
All three works conforming Armas blancas are one-act plays, each consisting of an
independent anecdote. In addition to the bladed weapon, the three coincide in the structure of
their plot: “plantean un orden que se ve violentado por la presencia de un intruso y culminan en
el crimen” (García Gil 30). In the case of La daga, this “orden” presented before the intruder
appears has Román, the owner of the butcher’s shop where the action develops, as the
hegemonic masculinity in control over all the other characters. A friend from his youth, René, is
the intruder who activates the action and, from the point of view of gender, the “other” against
which Román performs his masculinity differently from what we have seen before. His
friendship with René is so important to Román, that he feels no need to impose his power.
Instead, his endeavors go towards praising his friend and establishing René’s masculinity as the
hegemonic one, relegating himself to a transient subordinate position, only as long as it involves
his friend and himself. In order to do so, he offers to his friend all that he has, all that his
hegemonic position entitles him with. This is part of what it means for Román to be best friends,
138

Ita describes Rascón Banda’s production for the Prologue of Teatro del delito (1985): “Si algún signo
hay en el teatro de nuestro amigo [Rascón Banda], éste es el de la mano de un hombre empuñando el
puñal de la muerte” (6-7).
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and even more, “casi hermanos” (Rascón Banda, La daga 237). The way in which Román seems
capable of passing his hegemonic position to his friend is represented by the overall structure of
Julio Castillo’s direction with which certain actions become secondary so that one of the plays
can be represented as the main action. Also, the routines above mentioned symbolize the
possibility to have supremacy transferred from one actor to another in a performatic game that
has no end. A logical consequence of Román’s willingness to give everything to his friend is a
high intimacy that, as suggested by the text (and made explicit in Castillo’s performance),
includes sex. On the other hand, Román’s articulation of their friendship may be the result of
desiring his friend sexually. A homosexual relation does not discredit Román’s hegemonic
position (nor René’s) as long as it is kept clandestine. But at the end of the play, Román’s
employee El Mudo sees them and this is what threatens the established order: without thinking
about it and enraged, Román stabs El Mudo with the dagger that names the butcher’s shop and
the play.
As with most of his plays, the story of La daga comes from an anecdote that the
playwright heard once: “La historia del carnicero me la contó un compañero abogado que
manejaba negocios en la merced. Había sido un conflicto de faldas y el carnicero había aparecido
muerto” (Hernández Sandoval 86).139 In his recreation of the story, however, the butcher is not
the one who ends up murdered, but rather his assistant. In an attempt to explain why he became a
playwright even though he studied Law, Rascón Banda establishes the relationship between both
careers: “el dramaturgo es el juez que decide la sentencia en la escena final, y es quien da a cada
quien lo suyo, como es la definición romana del Derecho” (De cuerpo entero 18). It is not clear
why Rascón Banda decided to change the anecdote and have El Mudo killed when he sees
139

Hernández Sandoval includes in her study the transcription of an interview with Víctor Hugo Rascón
Banda (82-87).
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himself as representing justice. El Mudo is an innocent victim (one more as we will see in
relation to René’s sister), and with his death the play denounces the hypocrisy of a (gender)
system of power where those in the hegemonic position manage to do so only by means of the
sacrifice of the non-hegemonic counterparts. A form of justice might still be seen in relation to
Román if he receives the deserved punishment for murdering his employee (and for being partly
responsible for René’s sister’s death). But even so, and as the analysis of the two main
masculinities presented in the play will elucidate, he is also performing a gender structure in
which a man’s supremacy can only be maintained through misogyny, homophobia, and constant
diminishing of the other, regardless of one’s own sexual inclinations and true feelings.
Román and René are both young men (twenty-five years old) who have known each other
since childhood. Although the action takes place in Mexico City, they both come from “un
pueblo de los Altos de Jalisco” (Rascón Banda, La daga 225). This means that the neighborhood
where the butcher’s shop is located is probably mostly inhabited by immigrants from rural areas,
creating a sense of community among the “colonia” dwellers. At the same time, moving to the
city has probably meant a new start for many, with certain anonymity or only partial knowledge
of one’s past. These factors have helped men like Román to build the respected position and the
love that he enjoys among his neighbors. The play opens with a phone call from one of Román’s
friends, who went out with him the night before and wants to invite him to do something together
the day in which the play takes place, a Sunday. Román does not fear to lose the friendship that
his friend professes and has no problem refusing the invitation and even being offensive: “No, no
voy a poder… Porque no. NO me da la gana […] Invítame cuando tengas carros… No. Te digo
que no […] Ni vengan, que no voy a estar” (227). While he went out to see some fight with his
friends, his girlfriend Chela had organized a birthday party for him, but he did not show up.
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Román does not just refuse to apologize to Chela, but actually gets upset at her for coming to see
him with the intention of complaining: “¡Ya cállate! Si vas a seguir así, mejor lárgate. Sabes que
me chocan las viejas chillonas” (230). After this misogynist insult (“vieja chillona”), Román acts
bossy and demanding with a submissive —although still furious— Chela. She has also other
reasons to be upset at him. The couple has not formalized their relationship and they do not live
together either. Román has been separated for a while but he is yet to finalize his divorce. He
actually still visits his wife from time to time, which deeply irritates Chela. She threatens with
leaving and moving closer to the border in order to start a new life.
As mentioned earlier, Román keeps those around him submitted to his will. Despite her
annoyance, Chela stays with Román and obeys his orders. She shows that she cares for him by
offering to help clean and prepare lunch. Román acts with a lack of interest and at times, like we
saw above, even with an offensive attitude. He behaves like this because he thinks that this is the
best way to keep women submissive and under control: “A las mujeres hay que darles sólo lo
que pidan, y eso, después de que rueguen un rato” (232). Even though we only hear Chela
fighting against Román and complaining as they have sex, she seems most obliging right after
that point. His body does not only give Román self-confidence but also is his best tool to exert
his power. The stage directions describe him as having a “cuerpo […] atlético,” but with
“músculos demasiado prominentes, como los producidos por levantamiento de pesas” (227).
This is known as the “hypermesomorphic” or “muscular mesomorphic” body (Mishkind et al.
39). During most of the first scene, we see him lifting weights and doing several physical
exercises in the center of the stage while he talks to his employee. Román is aware of the power
that a strong body gives him and strives to keep it like that. The muscular mesomorphic is “the
ideal [for Román] because it is intimately tied to cultural views of masculinity and the male sex
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role, which prescribes that men be powerful, strong, efficacious – even domineering and
destructive” (41). His hegemonic position does not come to him from having a “naturally” strong
body, but rather from building one with great dedication and pain. The fact that his muscles are
stronger than average (“demasiado”) points at how his desired ideal physique is somehow
distorted; men like Román always keep rising the standards of their physical appearance. The
audience has the opportunity to observe this body as it is presented semi-naked: he is “vestido
únicamente con una trusa” (Rascón Banda, La daga 226). The exhibition of Román’s body on
stage contributes to the importance that his actions give to his sexual power as determining his
characterization as a hegemonic figure. For instance, in order to encourage himself to lift
weights, Román tells himself: “Tengo que llegar al sesenta y nueve, si no, nunca lo voy a poder
hacer en la cama” (229). He sees the size of his muscles and his sexual performance directly
related. Success in bed (meaning, reaching ejaculation) empowers his masculinity and Román
uses the anxiety of failure as motivation to keep strengthening his body.
The butcher imposes his supremacy over El Mudo in a very similar way to how he does it
with Chela, except that maybe to a higher degree. He constantly insults El Mudo: “idiota,”
“mudito pendejo,” “animal” (232), etc., but he mainly calls him dirty and lazy. He accuses him
of sleeping with prostitutes and of lacking initiative. When El Mudo is cleaning the dagger,
Román makes fun of how scared he seems with homophobic insults: “Sin miedo, no sea joto”
(232). Referring to someone as homosexual is a gendered idiom with which one imposes his own
superiority. The young employee has barely started carrying out one of his orders when Román
gives him another. Reprimands and orders follow one after the other without El Mudo replying,
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since he is a mute.140 Besides, the fact that Román’s scolding takes place simultaneously with his
workout is also a way of using his body to exhibit his power very much like he forced Chela to
have sex with him is. In fact, under Julio Castillo’s direction, the play opened in the following
way: “Román entra a escena cargando sobre sus espaldas al Mudo desnudo e inconsiente [sic], lo
tira al piso, lo viola y queda dormido sobre él. Suena el teléfono” (García Gil 32). In addition to
taking to the extreme the value in exhibiting Román’s naked body (by showing him completely
naked instead of semi-naked), Castillo’s decision emphasizes the strong role played already by
men’s physical bodies and their sexuality. More importantly, the scene exposes from the very
beginning Román’s sexual orientation, something that was only suggested by Rascón Banda’s
text.141 He is bisexual (and not homosexual as most critics insist on, since we see him having sex
with Chela as well), and as such he imposes his power in the same manner over Chela than over
El Mudo. One more way in which he exercises his sovereignty is by giving El Mudo advice so
that one day he can be more like himself: “Uno que quiere hacerte gente decente [referring to the
fact that el Mudo does not take care of his personal hygiene] y tú que no te dejas. Siendo así,
¿cómo quieres parecerte a mí? (Rascón Banda, La daga 229). Although El Mudo smiles after
hearing this comment, later on when Román teaches him how to use the dagger, he tries hard to
act like his employer. While Román behaves as a father or a model to El Mudo, he assumes the
role of provider with Chela. After having sex, he gives a piece of meat to Chela. She does not
140

As Hernández Sandoval explains, El Mudo’s silence “representa la imposibilidad de acción, simboliza
la relación de poder en la que él es la víctima” (60).
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There are two references in the text that could imply that Román has sex with El Mudo. When Román
is accusing El Mudo of sleeping with prostitutes, he adds: “A ver si un día no me pegas tus ladillas
voladoras” (Rascón Banda, La daga 228). “Ladillas” are most often transmitted by sexual contact. Then,
even if it is in a joking tone, when Chela asks Román with whom he slept the night before and he
answers: “¡Con el Mudo!” (231). For Hernández Sandoval, both comments are referents of the
protagonist’s homosexuality (65-66). Julio Castillo takes this latter comment literally and opens the play
with Román sleeping with El Mudo, but then, and like García Gil explains (32), it does not make sense
that Román asks his employee where he spent the night.
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want to take it, but Román insists and convinces her after many caresses and by implying that
once it is cooked he will eat some of it too. Chela accepts hoping for a more traditional
relationship, where Román would be the supporter and she the one cooking for the “family.”
Although a generous act, Román comes out of it as the one who has the last word and, more
importantly, as a man who provides when he wants to but from whom nothing can be expected.
René Rincón embodies a masculinity superior to Román’s mainly because the latter lies
at his friend’s feet. René is a famous gymnast champion and, according to Chela, Román and El
Mudo are his greatest fans. In the small universe of the stage, Román’s butcher’s shop, René is a
stronger model of masculinity than the butcher; but within the actions of the play, René is a guest
—even if “of honor” but still a guest— to Román’s “kingdom.” To a certain extent, René is the
opposite of Román both physically and in manners. In contrast with Román’s imposing and
muscular body, René is “un joven delgado, de estatura más baja que la de Román” (234).
Whereas Román’s facial features are described as “fuertes y marcadas” (226-227), René is “bien
parecido, pero de facciones delicadas, casi femeninas” (234). During the characterization
exercises of the rehearsals, the actor undertaking René’s role interpreted his affected moves
(234) by pretending to be bathing all the time (García Gil 31). This might also have resulted in
the shower scene added by the director and that we will discuss below. Another aspect in the
play that emphasizes René’s femininity is how similar he was to his deceased sister. As children,
if René and his sister were dressed with pants, “la gente no sabían [sic] quién era quién…”
(Rascón Banda, La daga 252). According to Chela, René has now changed a lot: “Antes estabas
más delgado. Ahora te ves más fuerte, más hombre” (241). Chela’s perception is probably
mostly influenced by the prestige of René’s persona and even by Román’s veneration. She may
be at the same time trying to flirt with him because she is also somewhat promiscuous, or maybe
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because she wants to make Román jealous or get some revenge since she knows that he has slept
with other women. Still, she makes an effective comparison between both men’s bodies:
Román’s is more like a “luchador” whereas René’s physique is “más medido, o sea, más…
armónico” (242). That is to say, Román is like those wrestlers from Máscara vs. Cabellera, who
are not good-looking but still people’s favorites. René, on the other hand, is more like a god, less
accessible and thus harder to harm.
Contrary to Román, René behaves always “amablemente” (234). He treats both El Mudo
and Chela well and with respect. He encourages El Mudo to develop his artistic qualities playing
the guitar after listening to some melody that he has composed. René offers a job to Román’s
employee taking care of his house but with the guarantee of having more time to work on his
music. When Chela complains about her relationship with Román, René takes her side and
shows interest for her. With René’s apparition it is as if the Saint Martín Caballero for whom
Román has a candle lit had made himself visible.142 However, and as the stage direction warns
us, René’s affability comes hand in hand with “un aire de altivez y superioridad” (234). He has
not come just to visit his friend, but also to discover those responsible for his sister’s death. She
died of a badly performed abortion and René wants to find both the man who got her pregnant
and also the person who performed the abortion. He suspects both of Román and Chela, but it is
she that he confronts more directly. For some critics, René goes to Román’s place in order to
find revenge as he does in the end.143 After killing El Mudo, Román asks his friend to hide him.
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San Martín Caballero is most commonly represented as a Roman knight in a horse helping a poor and
almost naked man. Some legends describe him as some kind of Robin Hood, taking from the rich to give
to the poor.
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García Gil summarizes the plot in the following manner: “René, un atleta que ha venido a vengar la
muerte de su hermana, sigue con una daga hasta el baño a Román, su amigo de infancia, pero posible
culpable” (30). For Hernández Sandoval, “el conflicto interior de Román permite vencer a René, vengarse
por la muerte de su hermana dejando como asesino fugitivo a su amigo” (60).
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René refuses to get involved, but advises him to make it look like a robbery.144 Also, the athlete
gives money to Román so that he can run away and hide. Regardless of what Román decides to
do (which we do not get to see), there is no possible good outcome for him. But the fact that
René offers him money and advice contradicts the critics’ claim that he is moved solely by
revenge. Beyond revenge, I believe, the athlete may simply want to save himself and to keep his
hegemonic position as the dominant male. With the denouement of the story, it is difficult to see
the “conflicto de faldas” at the center of the anecdote in which Rascón Banda claims to have his
play based. Maybe René’s sister is the woman referred to in that conflict, but the dramatist might
also be giving what for him is a more realistic explanation of El Mudo’s assassination. Men’s
passions are not always driven by their love to a woman as much as this would better conform to
a heterosexual and patriarchal reality.
Another behavioral difference between both men is that whereas Román starts his day
drinking beer (even though he has a hangover from the night before), René, on the other hand,
initially refuses his friend’s invitation to consume alcohol because it is damaging to his
professional career. René cares for his body as much as Román. It is also what gives him his
hegemony both in the world of sports and out of it. In Máscara vs. Cabellera, Apolo denounces
his teammates for eating fatty food and drinking alcohol (Rascón Banda 239). René and Apolo
believe in a healthier life style more than Román and the other wrestlers. Nevertheless, René
cannot stay firm in his intention and drinks more than he intended. While Román is ready to give
up his masculine hegemony for his friend, René also stops taking care of himself because of the
long friendship that these men have maintained throughout the years. Although they have not
144

Interestingly enough, the money from the cash register has disappeared. Chela had warned Román that
one day El Mudo would steal from him because he allowed him to take money out of the register when
something was needed. This and her threat to leave for a new life in the border suggest that maybe Chela
took the money.
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seen each other in a while, once they meet again it is as if time had not passed since their last
encounter. They have an “extraño juego de manos” (Rascón Banda, La daga 234) with which
they greet each other and certain “anécdota[s] vivida[s] anteriormente” (235) that only they
know about.
Their friendship is a closed world that we barely glimpse. We learn, for example, the
origin of the dagger that decorates the butcher’s shop. It was a gift from a gipsy man working in
a circus that Román and René visited frequently. At first René cannot remember where he has
seen that dagger before, but then he recalls the importance that that circus had in his life: “A ese
circo le debo haberme dedicado a la gimnasia…” (240). The same gipsy man taught to René “a
echar las primeras maromas y a subir[se] a las barras” (240), hence the great sentimental value of
the dagger for René, whose first reaction is to ask for it to Román. The butcher is willing to give
everything to his friend —including his employee and his girlfriend— except the dagger. Still, he
says he may “[a] lo mejor, después…” (240). Román’s sentimental attachment is not further
explained and all that the text allows to read between lines is that it reminds him of some very
special time that he spent with his friend in that circus. I would venture to say that it has to do
both with their last moments as teenagers and their first sexual experiences together. It was
probably the discovery of their hegemonic potential and, on the other hand, the attraction (maybe
love) towards each other; the understanding of the hegemonic masculinity to which they would
aspire and the limitations that it would entail.
Julio Castillo made explicit on stage what could be read between lines about Román and
René’s relationship. In the text, after having many drinks, Román goes to the restroom and René
offers to go with him. There is a curtain separating the bathroom, and the audience cannot see
what is happening behind it. El Mudo enters, sees what they are doing, and hides so that he can
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keep watching them. Previously, he had observed with excitement how Román and Chela had
sex, and so the similitude of the scene now with René and the voyeuristic characterization of El
Mudo suggest that the two men are also having sex. However, before following his friend, René
had taken the dagger with him, a fact that makes us reconsider René’s intentions when
accompanying his friend to the restroom. Perhaps he is planning to kill Román to avenge his
sister’s death. Julio Castillo solves the scene by putting a shower “frente del público, a diez
centímetros de la primera butaca” (Hernández Sandoval 83) where both men “se desnudan, se
bañan, hacen un acto sexual” (Rascón Banda, La daga 83). This is the other scene with which
Rascón Banda did not agree:
Esa escena rompe con mi obra. Tu [sic] no puedes admitir que un hombre que ha sido
macho toda su vida se bañe con el otro, se agasajen y hagan sexo. No puede ser. Un cuate
moderno lo haría, un bisexual. Pero un cuate así no lo haría. Lo que sucede detrás de esa
cortina donde el mudo se asoma, no sabemos qué es, a lo mejor sólo se están tocando, no
sé que [sic] están haciendo. (Hernández Sandoval 84)
Fernando de Ita attributes to a “pudor provinciano” (“Prólogo” 8) the fact that Rascón
Banda does not dare to imagine what happens exactly behind that curtain. The way in which the
sexual act per se takes place on the stage scene may well contradict the protagonists’
characterization as imagined by Rascón Banda. Julio Castillo’s intention was obviously to shock
and create controversy. With the success of the play —“Todo México fue a ver la obra por esa
escena ¡que no es mía!” (Hernández Sandoval 84)—, Rascón Banda admitted that Castillo was
right in his decision. In any case, it is difficult to imagine these men doing anything else in the
bathroom other than having sex. There is another previous scene full of eroticism and in which
the men’s attraction for each other is obvious. At the end of Scene V, René cuts his finger with
the dagger trying to open a beer and Román tries to stop it from bleeding: “lo [the finger]
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introduce en su boca y en esa posición permanece un momento, muy cerca de René” (Rascón
Banda, La daga 241). Chela’s return interrupts what is an evident moment of close intimacy.
Rascón Banda explains Román’s attraction towards René with the latter’s resemblance to
his sister: “Y de repente llegaba el otro [Román] que, con la borrachera, veía en él a la
muchacha; Román estaba enamorado de la femineidad de la hermana” (Hernández Sandoval 84).
However, the text implies the opposite; that is to say, that the butcher slept with René’s sister
because of her resemblance with her brother. Román had seen in his friend’s sister his idol
before he became internationally recognized, the René that he loved when they were young, the
one that people would confuse with the sister. There are no references in the text to Román’s
love for “femininity,” but rather the opposite. He is “un seductor” (84) and has probably been
with all the women that he wanted in the “colonia.” But taking as reference his moment alone
with Chela, he does not enjoy the courtship per se, but rather the imposition of his will, the fact
that he gets what he wants despite the woman’s annoyance and resistance. As Rascón Banda
states, Román is “incapaz de amar,” he can only use “a la mujer” (85). With René it is exactly
the opposite: with his best friend we can actually talk about a courtship in which he offers to the
athlete all that he has. Alcohol might have relaxed both men, but he shows his interest in René
even before he arrives, when he plans to see alone the repetition of his friend’s performance on
television.
Unlike the author, we must differentiate sexuality from gender, and the masculinity
studies referred to so far can help us understand Román’s desire tendencies. The obsession
already discussed in relation to his own body makes of an ideal masculinity, like that of René’s,
his object of desire. Most critics talk of Román’s attraction towards René as a weakness that he
strives to hide: “El arma blanca del carnicero borracho que deja ver su homosexualidad, que se
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entrega al amigo” (Peralta); “las debilidades sexuales de su [El Mudo’s] amo” (Hernández
Sandoval 47); “los protagonistas esconden su auténtico rostro detrás de una máscara. El
homosexual bajo la del machismo” (Rabell). These comments judge Román’s sexual desires as
he hides them. Also, these critics see the need to keep their homosexual relation in the
clandestine not as a result of societal rules for supremacy obeyed by Rascón Banda’s characters,
but rather of Román’s machismo. But while it is true that Román is as homophobic as everybody
else in his surroundings, he is also just trying to conform to the only hegemonic parameters that
he knows. Moreover, he strives to keep his friend’s reputation safe. The world of sports is more
homophobic than that of a small neighborhood in a city. It is essential for René to maintain a
hegemonic masculinity in order to be respected and even considered for future competitions,
especially after his last performance in which he did not do well because he had just heard about
his sister’s death.
Román reacts out of wrath when he realizes that El Mudo has been watching them. But
he did not mean to kill his employee and seems to regret it immediately. Like the actors killing
each other out of the main action, this ending proves that everybody is capable of killing. Still,
Román does not kill in order to keep his supremacy as Paz’ thesis of the chingón/chingado
would lead us to think. The only positive outcome of his actions is that his friend’s reputation is
kept intact. Loyalty is for Román the other essential ingredient in a real friendship. Women and
men like El Mudo are incapable of being loyal, as Román tells his friend when El Mudo seems
serious about abandoning the butcher’s shop in order to accept René’s offer: “Así son las viejas,
como el pinche Mudo. En cuanto alguien les truena los dedos, se van tras él” (Rascón Banda, La
daga 246). On the contrary, Román is a true friend to René and could never hurt him or turn his
back to him. During René’s visit, Román asks his friend to sing a “corrido” that, according to the
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butcher, René composed for Román. With El Mudo playing the guitar, René sings what is
actually an anonymous but well known romance,145 Román Castillo, whose references to
Román’s life are better understood at the end of the play. After his friend leaves, Román is in
shock and mutters some of the lines of the poem: “Dónde vas, Román Castillo… ya está roto tu
espadín… tus hazañas son extrañas… abran o van a morir… pero que tu amor no manche nunca
mi reputación… Dónde vas, Román Castillo…” (254). The repeated lines “Dónde vas” certainly
express Román’s uncertainty about what to do after having killed El Mudo. The “spadín” can
refer to the dagger, and both weapons are phallic symbols representing Román’s supremacy,
which is “broken” now.146 Román’s actions are radically different from those of the common
protagonists of most romances. He has not saved any lady, nor has he killed any dragon or
dangerous enemy. Instead, he is saving René’s reputation by preventing El Mudo from telling
anyone what he saw (not that he could anyhow, since he was a mute). The “reputación” of the
poem does not refer to a lady, but to his best friend. The play closes exactly as it started: “El
lugar queda en silencio y solitario, iluminado únicamente por la veladora que se encuentra
encima de la puerta” and “[e]l teléfono suena insistentemente” (254). The gender order has been
preserved: hegemonic masculinities must impose their power over others in order to keep ruling.
The play misled us to think that this hegemonic masculinity was Román’s but it was really
René’s. Men need of a “friend other” that will do anything for them; the same cannot, however,
be expected in return as it happens to Román when his friend turns his back on him. Román’s
love for his friend made of him a different person: someone who is willing to give more than
145

While writing this play, Rascón Banda says to have been listening constantly to Óscar Chavez singing
Román Castillo (De cuerpo entero 51). Román sees it as a corrido, which is a Mexican popular musical
composition derived from the Spanish romance form. Corridos are very important in Rascón Banda’s
dramatic work, for instance, in Contrabando (1991) and Guerrero Negro (1999).
146
A dagger is a type of “puñal,” a word used in Mexico to refer to a homosexual. Even though Rascón
Banda chooses the word “daga” and not “puñal,” the reference would be obvious for a Mexican audience.
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what he takes. But the gender order governing their society does not allow love between men.
Homophobia and misogyny overcome.
Román and René’s friendship is as close and special as that of Apolo and Cerebelo. As a
matter of fact, the scene titled “Amistad” in Máscara vs. Cabellera takes place in the gym
showers and is quite erotic itself. Whether we want to see a homosexual relationship or even just
a physical attraction between the wrestlers or not, loyalty and betrayal are key elements in
Rascón Banda’s work (Bixler and Day 18-19). In Máscara vs. Cabellera, Apolo’s fear of being
betrayed actually pushes his friend to do exactly that. In the next play to be analyzed, Luis
Enrique Gutiérrez Ortiz Monasterio’s Edi & Rudy, there is also betrayal, but as it happens with
violence, it does not play a determining role in the development of the plot. Edi & Rudy ends
with Edi leading his best friend to take blame for something that Edi has done with Rudy unable
to fully understand the situation. But this betrayal does neither convey a message nor a morality
lesson. It is hinted that it won’t even affect the men’s friendship, since this is not the first —and
probably nor the last— time that Rudy comes off badly because of his friend. Like violence,
betrayal is a constitutive but not a determining element in the younger generation.
LEGOM’s Edi & Rudy was one of the finalists in the “Séptimo Concurso Nacional de
Dramaturgia Manuel Herrera” of 2005 and it was published the following year. LEGOM is a
very prolific writer, with approximately twenty plays already published and/or staged in addition
to probably another twenty unpublished pieces (Ita, “¿Hay diez autores de teatro en
México?”147). Given his year of birth, LEGOM belongs to the “Generación de los 90,” that of
Jaime Chambaud and Luis Mario Moncada. However, he identifies himself with the next
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This article was first read in the conference titled “Los diez dramaturgos más influyentes de la última
década,” which took place on October 9, 2009, during the Feria del Libro Teatral organized by INBA that
year.
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generation, the one being studied here because he started writing theatre late in his life (Salvat,
“Conversa amb Luis Enrique Gutiérrez Ortiz Monasterio, LEGOM,” 234).148 As he has worked
on several projects with his student Edgar Chías,149 most critics see them as belonging to the
same generation.150 Although not as celebrated and controversial as Las chicas del 3.5” Floppies
(2003)151 —the play with which LEGOM became internationally recognized—, Edi & Rudy is
well known if we consider its multiple representations carried out by different theatre companies
throughout the country up to very recently.152 It was first staged in the Foro La Gruta, within the
Centro Helénico in Mexico City, and directed by Carlos Corona in the spring of 2006. With
Carlos Cobos and Jorge Zárate as its two only actors, it was later taken to the II Festival
Internacional de Artes Escénicas de Panamá.153 The representation received the usual criticism of
LEGOM’s “lenguaje soez y [unos] temas escabrosos” (Vázquez Touriño 111): homophobia,
misogyny and lack of respect towards the underprivileged members of society were disturbing
and disgusting for many spectators.154 But if we accept LEGOM’s politically un-correct style as
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In LEGOM’s own words: “la generación que debería tocarme, la de Luis Mario Moncada, Jaime
Chabaud, Gonzalo Valdés Medellín, Ximena Escalante, etc. tuvo en su sentido de ruptura, un aliento de
continuidad […] La realidad es que la generación que tomo prestada, la que comienza propiamente con
este siglo a montar sus obras, ni siquiera sabe quién está atrás […] Acaso con las excepciones de Luis
Ayhllón y Alejandro Román, a quienes veo más interesados en continuar las preguntas y formulaciones
de los viejos maestros” (Salvat, “Conversa amb Luis Enrique Gutiérrez Ortiz Monasterio” 234).
149
Among other projects, LEGOM and Chías created together the Muestra Nacional de Joven
Dramaturgia.
150
See for example Morales Muñoz, “Segunda Muestra Nacional de la Joven Dramaturgia.”
151
Published in 2005. This does not mean that the staging of the play did not cause negative reviews as
LEGOM’s work often provokes and that will be discussed shortly. It does not mean either that Las chicas
del 3.5” Floppies is necessarily LEGOM’s best play. For Fernando de Ita, for instance, “Legom alcanza
en De bestias, criaturas y perras [2003] una de las cimas de su campo dramático” (“El hombre sin
atributos” 94).
152
LEGOM has most of his plays available for anyone to read and stage in the internet. The last staging
that
I
have
found
is
from
2012
by
Filistés
Teatro
(http://issuu.com/omaresquinca/docs/edi_y_rudy_carpeta_2012/14), and whose production program I will
discuss later.
153
After that, it continued being represented during the summer in the Foro La Gruta in Mexico City.
154
See for instance King.
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his way to confront “la hipocresía social que se duele de los desvalidos, sin remediar las causas
de la miseria humana” (Ita, “El hombre sin atributos” 95), the “franqueza” (95) of his approach
will help us elucidate essential gender maxims.
As in many other pieces, LEGOM offers with Edi & Rudy a critical commentary of a
society deeply affected by globalization and individualization, but in this particular play the
artist’s criticism is channeled through the friendship between two men. After a brief description
of the play’s form and plot, I will discuss the characters’ social, economic, and geographic
background as determining factors in the masculinity that they perform. One more aspect to
consider will be their intellect. With all these elements in mind, LEGOM’s characters will be
linked to a popular archetype of Mexico’s imaginary: the pelado.155 Finally, I will resort to
gender theory to further analyze these men’s behavior, emphasizing how Edi and Rudy’s
masculinities critically depend on the sustainability of their relationship.
According to LEGOM, his first plays were not strictly called theatre because his
“personajes hablaban mucho y no pasaba nada” (Salvat, “Conversa amb Luis Enrique Gutiérrez”
234). Indeed, there is no action in Edi & Rudy other than their extended conversation. Although
the playwright may not agree with the term, LEGOM’s plays have often been considered part of
a recent trend in contemporary Mexican plays known as “narraturgia.”156 Despite the fact that the
characters “narrate” their plans and misfortunes to each other, there is no actual narration in this
play. Probably due to the artist’s biggest dramatic influence, Aeschylus, the entire play is a
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The pelado “es el deshecho humano de la gran ciudad” (Ramos 54), “una especie de campesino urbano
– valga la paradoja – semi-asfixiado por la ciudad, que ha perdido el edén rural y no ha encontrado la
tierra prometida” (Bartra 50). Ramos and Paz see him representing the Mexican man and goberned by a
feeling of inferiority that makes him reserved and lonely. I will come back to this term later.
156
According to Chías, Jaime Chabaud is the playwright who often uses this term, borrowed from the
Spanish dramatist José Sanchis Sinisterra (“O las cosas no son los que las nombra”). Critics such as José
Luis García Barrientos have written against the use of the term. See his “Contra la confusión. 9 tesis sobre
la narración en el drama y contra la “narraturgia.””
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dialogue between Edi and Rudy. However, the text itself does not look like a piece of drama
because of the lack of stage directions and even of the names specifying whose lines belong to
whom. The play is not divided in scenes or acts, but rather in chapters (“Primer,” “Segundo” and
“Tercer Capítulo[s]”). Needless to say, this grants freedom to direct and perform the play and,
consequently, I will take into account some of its representations.
The other source of inspiration to consider is Oscar Wilde’s The Critic as Artist,157 as a
few lines from this text appear as the epigraph of the play. In form, Edi & Rudy resembles The
Critic as Artist because in the latter there are also two friends conversing, Gilbert and Ernest.
Wilde’s piece is, however, considered an essay, an attribution that we cannot completely deny to
LEGOM’s play. Also, like in Wilde’s essay, the Mexican dramatist builds his artistic value in his
critique of artistic expression with a similar tendency towards paradox. More interestingly for
this study, both artists coincide in doing all this by placing the two male characters’ conversation
and the display of their friendship as the leading motif of their writing. The lack of action in Edi
& Rudy definitely offers a comment on the distaste for action that Wilde stands for in his essay.
This last aspect sheds new light in our study of gender since the emphasis will not be on
performance per se, but rather in the characters’ reflections on their actions. Even their feelings
will be something more openly taken into consideration in this play, in contrast to most of the
other pieces considered so far.
Edi and Rudy have been friends for a long time and have always got themselves into
trouble. Rudy has had enough of it and in the “Primer Capítulo,” he tells Edi that he is not doing
“business” with him ever again. In fact, he seems to be trying to end their friendship. Rudy is
about to take over his father’s job at the kennel, where they kill dogs with rabies. Also, he is
157

This is the longest essay included in Wilde’s collection Intentions (1891).
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planning to accompany his wife Aldonza to a TV show where she will get paid for saying that he
is homosexual. Appearing on TV (and getting paid to do so) is for Rudy a personal selfimprovement of undeniable value. In the second chapter, both men have proceeded with their
plans: Rudy has started working at the kennel and Edi has given “use” to the useless machine
that he showed to his friend in the previous chapter. Despite his new job and the resumption of
his relationship with an old girlfriend, Rudy is not well. His appearance at the TV studio went
out of control and in the final chapter Rudy tells how the producers do not want anything to do
anymore with him or his wife. His father wants him out of the kennel, because Rudy is not
paying him half of the salary like he promised. His “girlfriend” Julieta, who also works at the
same place, sleeps with the supervisor while only allowing Rudy to occasionally hold her hand
because the supervisor lets her keep the dogs’ skins, out of which she makes money. Edi cheers
his friend up when he informs him that he is actually part of his new “business.” Edi is asking for
a government subsidy for having two kids with Down syndrome working in the useless machine.
Without ever asking Rudy for permission, Edi has signed the paperwork under his friend’s name.
Finally, in the “Tercer Capítulo,” we find out that Rudy has lost his job for following his friend’s
suggestion to cut the dogs’ corpses so that Julieta could not use their skins. But the worse is only
about to happen, as the play ends with Edi and Rudy leaving so that the latter can take full
responsibility for having employed the Down-syndrome kids. Rudy has not only failed to end his
relationship with Edi, but he has got in as much —if not more— trouble as he was initially trying
to avoid.
As mentioned before, LEGOM does not describe the characters neither the setting of the
play. Consequently, the characters’ socio-economic and geographical background depends
entirely on the characters’ stories and their linguistic register. Everything else is up to the
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director and stage designer. For Olga Harmony, Edi and Rudy (as well as most of LEGOM’s
characters) belong to “ambientes de clase media baja” (“Edi y Rudy”). This may be so, as the
characters have at least their basic needs covered. In the production of 2006, the director Carlos
Corona decided to have the play take place in Edi’s house. There the audience could see the
things that Edi had taken from his dying mother (she was sick with cancer). The decoration of
the house, as designed by Matías Gorlero, is described by Harmony as showing “un mal gusto
casi estruendoso.” This denotes, according to the Mexican theatre critic and playwright, “un
pasado precario.” Given the type of trouble in which Edi is willing to get into, his present
situation cannot be any better. Edi and Rudy’s full names are Edi Torquemada and Rodolfo
Caterina and these two same characters appear in a previous piece written by LEGOM: Diatriba
rústica para faraones muertos (2004).158 Their relationship and characterization are the same as
in Edi & Rudy, including their scandalous and fraudulent activities.159 But in the earlier play,
LEGOM still uses stage directions, which indicate that Rudy and his wife live in a “casa
rodante” (Diatriba 11), that is to say, a trailer. In Edi & Rudy they probably live in the same
conditions, as Rudy’s wife spends her time, according to Edi, talking with the other women of
the “tráiler park” (82).
An important element to consider is the characters’ own reflection of their socioeconomic situation. This is a relevant aspect in the play, since Edi and Rudy spend as much time
discussing their current or future projects as their reasons to get involved in them, that is, their
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Rudy Caterina appears again in a more recent play: El origen de las especies (2012).
Most of their businesses have something to do with selling stolen things, but the main story line goes
around Rudy’s daughter, who has some mental incapacity. At the beginning, she works at a maquila,
where some chemicals have created or worsened her condition. Still, he does not want her to stop working
there because she must get worse before they can get compensation from the company. The daughter is
fired when the manager finds out that she sells plastic jewels (as his father has asked her to do) at work.
Edi helps his friend realize that the girl has been sexually abused at work and suing the company for this
becomes their next plan to make money.
159
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precarious economic circumstances. They see themselves as “jodidos” (LEGOM, Diatriba 87)
and a “business” may improve their condition. The title of Diatriba rústica para faraones
muertos refers precisely to their position within their class pyramid.160 Like the dead pharaohs,
Edi and Rudy are not at the bottom of the social scale, but rather under it. They are definitely
marginal masculinities trying to become part of their society, even if it is at the lowest level.
Their situation is desperate and so are their plans: most times, at the end of an “enterprise,” they
do not only lose or owe more money, but they also get beaten up. They think that even if their
plans do not immediately work out, they have to keep trying because at some point they will.
This point in time may even be after their death:
-

[Edi:] […] Tal vez ahora no veamos las utilidades, ahora sólo invertimos, pero
mañana, familia, mañana subimos como pedo.
[Rudy:] Cuando estemos muertos.
[Edi:] Tal vez, cuando estemos muertos.
[Rudy:] No me gusta eso.
[Edi:] Qué tiene de malo, todo negocio, para ser negocio, tiene que ver con la muerte.
(LEGOM, Edi & Rudy 127)

Edi is exaggerating here: not all the businesses in which they get involved have something to do
with death (although some do). The commentary here mocks Mexico’s mythic close relationship
with death as famously discussed in Paz’s El laberinto de la soledad (the significance of the Day
of the Death, for example). It is also clearly a reference to the specific “businesses” that
distinguish the region of Mexico where they live and that I will analyze later.161 With what they
endure, Edi and Rudy think that they are doing something good for their country: “lo que
necesita este puto país para salir de la mierda es a cabrones como nosotros” (126).
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Needless to say, Mexican pyramids have nothing to do with Egyptian pharaohs. Edi makes a joke out
of this: “Cualquiera sabe que abajo de las pirámides no hay faraones muertos, hay indios cagándose en
toneladas de oro […] Si dijo faraones y no tlatoanis es un rojillo” (Diatriba 44).
161
It is difficult to talk about death as omnipresent without mentioning that Luis Enrique Gutiérrez’s
health is very delicate, since he suffers from renal disease. Recently, the artistic community both in
Mexico and the US raised money to help him get a kidney transplant.
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Mexico is not giving them the opportunities that they need. At the point when Edi
realizes that he may lose his friend and partner with his terrible plans, he also recognizes the
extent of his failure: “A veces no duermo pensando en todas las pendejadas que hemos hecho.
Me quedo por la noche masticando lo bueno que hubiera sido tener un trabajo estable. Haber
hecho algo más decente con mi vida” (95). Edi then considers working at a “steering wheels
factory,” like most of his neighbors:
por la mañana voy a hacer cola en la fábrica de volantes para pedir trabajo. No me
importa que paguen una mierda, no me importa que tenga que convivir ocho horas diarias
con esos idiotas que organizan quinielas de futbol de a cinco pesos. Hago cola toda la
mañana y al final me pregunta el contratador por mis antecedentes penales, mi
disposición para doblar turno, para firmar un compromiso de no pertenecer a ningún
sindicato, esas cosas, de rutina. (95)

His criminal record is an impediment to a good job, but also the conditions at an assembly plant,
a “maquiladora,” do not comply with workers’ rights. As a result, Edi comes up with his own
“businesses,” most of them illegal: they take blood from donors162 in order to sell it (83-85); they
sell fake betting pools for soccer (95), they almost keep a stolen bus with dead foreigners inside
(120-121). Edi and Rudy are not the only ones doing everything that they can in order to survive.
They are (or try to be) part of what Jorge Castañeda distinguishes as “economía informal:
“Según los cálculos del gobierno —más limitativos que otros— en 2009 el 13% del PIB del país
fue generado por la economía informal, y 12 millones de mexicanos, o 28% de la población
económicamente activa (PEA), se ganaba la vida en este sector” (Castañeda 345). He further
explains the illegality of this type of workers:
Los trabajadores informales […] son “aquellos dueños de empresas en gran medida
desvinculadas de instituciones y obligaciones gubernamentales y sus empleados, quienes
no están cubiertos por protecciones laborales formales”. Pero la ilegalidad no se limita a
162

They actually tell donors that giving blood is a way to prevent AIDS (85).
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la “infracción de las leyes sobre seguridad social, despido y liquidación e impuestos al
trabajo… [incluye la violación de] las leyes sobre el pago de impuesto sobre la renta, el
registro ante autoridades municipales y otras dimensiones de comportamiento ilegal [por
ejemplo, no cumplir con las regulaciones sanitarias] asociadas con la informalidad.”
(Castañeda 346, original emphasis)163
Indeed, Rudy claims that, as he was informed later, they should have used a different needle with
each patient and that they should have had “un lugar aséptico” (LEGOM, Edi & Rudy 85). In his
current enterprise, Edi feeds his employees, the Down-syndrome kids, with dog food donated to
the kennel. He also has them urinate in jalapeños cans: “siempre andan rozando el pito con la
lata, a veces se cortan, a veces se irritan con los restos de vinagre. En cualquier momento se
vuelven mano de obra improductiva” (102). It is not surprising that certain critics reacted
negatively to this type of dark humor. At the same time, LEGOM is parodying a labor practice
present throughout the play: that of the maquilas.
The reference to the maquilas in the play situates the characters in the north of the
country, where this industry developed in the 1960s. Rudy’s daughter worked in a maquiladora
in Diatriba, and so does a friend of his wife in Edi & Rudy. Another reference to the border is the
indifference with which Edi describes the murder of a woman by her boyfriend: “apareció hecha
bisteces en un basurero de El Paso” (LEGOM, Diatriba 94), alluding to the femicide of Ciudad
Juárez.164 Finally, this portrayal of the north of Mexico would be incomplete without mentioning
its desert landscapes and the issue of drugs trafficking: in Diatriba, Edi comments the flow of
drugs “con tanta puta avioneta de coca que pasa por el desierto” (40). In Edi & Rudy, Edi
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His quotation comes from Mariano Bosch and W. Maloney, “Gross Worker Flows in the Presence of
Informal labor Markets: The Mexican Experience” (Banco Mundial, Washington, 2006) 7, quoted in
Santiago Levy, Buenas intenciones, malos resultados: Política social, informalidad y crecimiento
económico en México, Trans. Enrique Mercado, (Washington, EUA: Océano, 2010) 54-55.
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What is known as the femicide of Ciudad Juárez refers to the murders of girls and women in and
around this city occurring since the 1990s. Although many of the crimes are the result of domestic
violence, international attention has derived from the fact that many others had a sexual nature and were
never resolved, revealing the government inaction.
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reminds his friend of the occasion in which they thought of leaving Rudy’s father and Julieta in a
van “en el kilómetro treinta y cinco para que se abracen bien abrazaditos” (109), after finding out
that they were having sex. The “kilómetro treinta y cinco” in the North implies a highway in the
middle of the desert, where the “lovers” would definitely die, as the customs controls are within
the first thirty kilometers. As I will discuss later also in relation to González Dávila’s Las perlas
de la virgen, most of the Mexican territory closest to the border with the US is a desert area,
where violence and criminal activities are part of the characters’ daily life. Edi and Rudy’s
fraudulent activities are certainly ridiculous if compared to what the maquilas mean to their
society, and even more so, if we consider the femicide and the violence related to the drug trade.
To a certain extent, Edi is right when he convinces Rudy to believe that he deserves a diploma.
In Edi’s mind, he and Rudy are the same as “la gente buena y trabajadora del norte” (126). To
the contrary, Mexico City appears as the negative extreme: “Todo, absolutamente todo lo que
viene de la ciudad de México está podrido” (LEGOM, Diatriba 66).
The precarious socio-economic conditions of Edi and Rudy’s lives in the north of the
country explain in part the extreme irregularities of their “businesses.” They also help us
understand the nature of their friendship. In a recent production of the play, the online handbill
summarizes the plot as follows:
En un sistema donde no hay oportunidades de empleo y desarrollo personal, donde el
hombre busca llenar con la tecnología el vacío que ha dejado la globalización, y la
individualización; Edi y Rudy, dos amigos buscan “hacerla en grande” por medio de
negocios que los llevarán siempre a las situaciones más absurdas, incómodas e
improductivas. (LEGOM, Edi & Rudy 5)
When it comes to gender relations in a late capitalist society, there are few opportunities
for these men to differentiate their identity from that of women and children, since they are
unable to fulfill the traditional role of family providers. In the new social order of globalization
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and individualization men no longer play a specific role within their family and social
environment. With their friendship, Edi and Rudy intend to restore the institutional framework
that used to establish traditional gender parameters. The synopsis continues:
Son dos seres sin futuro quienes en vez de tirarse al fatalismo, depresión y estrés de
nuestra era, emplean su tiempo en algo mejor: producir ideas, ideas de nuevos negocios,
negocios igual de malos que los anteriores… ideas. (5)
These clumsy “ideas” turn into bad business that the characters execute with great incompetence.
While they seem to follow a basic logic, Edi and Rudy do not connect the facts that reveal in
advance the bad repercussions of their actions. LEGOM is clearly interested in examining how
stupidity operates within a society.165 This is suggested already in the Epigraph of the play,
coming from Oscar Wilde’s The Critic as Artist:
…pero no le fascinaba el pensamiento, sino los procesos que mueven al pensamiento. Lo
que amaba era la máquina, y no el producto de la máquina. El método mediante el cual
llega el estúpido a la estupidez le era tan caro como la sabiduría última de los sabios.
(LEGOM, Edi & Rudy 77)
This quote explains why many productions decided to make caricatures out of Edi and Rudy.
The stupidity of their actions and, at the same time, the fear to the audience’s reaction to their
political incorrectness justifies the clown-like characterization of most representations. Fernando
de Ita affirms that this is an error in the directors’ decisions as they “confunden el sarcasmo con
la parodia y el humor ácido con la caricatura” (“País reciclable”). LEGOM aims at an honest
portray of humanity and men happen to be “criatura[s] defectuosa[s]” (Ita, “El hombre sin
atributos” 95).
Most of LEGOM’s characters coincide with Edi and Rudy in their stupidity and they
have been related to the figure of the pelado because of their “verborrea vacía — tan desbordante
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It should be noted that, in fact, most of LEGOM’s characters are stupid and commit stupid actions.
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como inocua” (Vázquez Touriño 115).166 This picaresque character, popularized in film, soap
operas, music and comics, has been the object of analysis by Samuel Ramos, Octavio Paz, and
Roger Bartra as they engage in the study of the cultural identity of the Mexican man. The
inferiority complex that Ramos attributes to the pelado is performed by Edi and Rudy, given
their limited economic resources and social power. In the case of Rudy, the fact that he will be
announcing in TV that he is gay (even though he is not), creates in him a bigger insecurity. I will
discuss next this insecurity and, more importantly, Edi and Rudy’s behavior from the point of
view of gender and not as simply responding to an archetype for Mexican literature.
In the extreme circumstances of their environment, with limited help from state
institutions, without any spiritual or ethical guidance, these men’s friendship is their strongest
cornerstone. Even as their plans always turn out wrong, they look for each other to try out new
harebrained ideas. Like college students belonging to the same fraternity or inmates in the small
but equally regulated community of their imprisonment, Edi and Rudy’s misadventures have
cultivated solidarity at the base of their friendship. Equally important to doing “cosas,” Edi and
Rudy talk and share their experiences and reflections. Often, their conversations acquire a
philosophical and ethical tone: for instance, they talk about God (LEGOM, Edi & Rudy 121122), about their situation (they are “jodidos”), and about whether their actions are right or
wrong.167 Their friendship is valuable to them because by talking with each other, they build a
way to feel better about their lives and also about themselves. In the “Tercer Capítulo,” Rudy’s
reason to visit Edi is that everything has gone wrong for him lately and that he needs his friend’s
166

Vázquez Touriño clearly establishes this relation (“Los héroes de LEGOM, así como los de Alejandro
Ricaño, son pelados de nuevo cuño,” 115) but then quickly moves to apply instead Zygmunt Bauman‘s
term “actitud del cazador” (116). The term does not respond to new times and, consequently, I will also
put it aside to focus on gender.
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For instance, they discuss whether Rudy’s job at the kennel is honest or dishonest. Rudy thinks that it
is more honest than selling people’s blood as they did before.
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support. In part, he wants to tell Edi how much of it is actually his fault, but he also wants to be
cheered up. Although in the first chapter Rudy is with Edi to finish their relationship, Rudy ends
up promising to Edi that he will do so well in the kennel that the latter will be proud of him (99).
Both friends care for the other’s opinion, and Edi shows his resentment and emotional
manipulation when Rudy no longer wants to be involved in his businesses: “Ya no confías en mí,
eso pasa, y sabes qué, tienes motivos. Suficientes motivos para no confiar. Yo mismo no confío
en mí” (93).
Edi also esteems their friendship highly and harshly criticizes anyone who interferes in
his friend’s opinion of him. He refers to Rudy’s wife, who wants Edi out of their lives, as “[e]sa
cerda que tienes [Rudy has] por puñeta” (81), “tu robusta” (94), “hija de puta” (98), etc. He even
admits that he has spent “años deseándole el mal a tu [Rudy’s] mujer” (121). A one-armed
neighbor, a nurse who explained to Rudy why taking blood from people was wrong, is described
by Edi as “una mujer que compró su brazo en una oferta de ferretería” and a “pinche manca
[who] no agarraba trabajo en la maquila” and “[s]e fue a comprar un titulillo […] de enfermera”
(84). Edi considers even Rudy’s father a threat for giving him the job at the kennel: “Quiere
alejarte de mí, seguramente ya se fue a tomar unas cervezas con tu sustituto de papaya” (90).
When Rudy tells his friend that there is negative gossip about him circulating among certain
people, Edi immediately assumes that he is referring to his wife and confronts Rudy for telling
her about “nuestras [their] cosas” (81). According to Edi, Rudy breaks a friendship honor code
by talking to his wife about what they do together. Edi complains to Rudy: “No respetas nuestra
intimidad” (82); and he gives a definition of what their friendship means to him: “los amigos
hacen intimidad, Rudy, hacen cosas juntos, sólo entre ellos. Eso nos hace amigos, compartimos
momentos, no tenemos por qué hacerlos públicos” (82). The bond between these men is valuable
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to them not only because of the moral, emotional, and economical support168 that they receive
from each other, but also because it helps them to assert their masculinity. “By enforcing
difference, by the exclusion of women” (Campbell and Griffith 156), Edi and Rudy defend a
homosocial space in which they can preserve an identity as men that is not sustainable in the
community beyond their friendship.
On the other hand, Rudy points at the paradox of their homosocial world by reacting
defensively against Edi’s claims on their friendship, since they sound like “joterías” (82) to him:
“Es que lo dices como si fuéramos maricones” (82). Carlos Corona’s stage directing emphasized
this difference between both friends, as reviewed by critic Olga Harmony:
el dominante Edi no se recata de dar masajes al amigo o de mostrarle su afecto, muy
seguro de su virilidad, mientras que el apocado Rudy, desconfiado de la suya por los
sucesos que ya contó y que no debo describir, cuando está a punto de una caricia
amistosa al otro se contiene y retrae. (“Edi y Rudy”)
As Rudy is about to say in TV that he is gay, his emotional reactions to Edi respond to Rudy’s
need to compensate the fact that his masculinity is about to be questioned. It is problematic to
maintain a sense of heterosexuality in a homosocial space radically defended by Edi against all
female intrusion. If Rudy’s concern about others’ opinion of his sexuality betrays his
homophobia, Edi is clearly a misogynist, as his verbal attacks to Rudy’s wife and neighbor show.
In a similar way to how “[o]nly misogyny and homophobia gave Freud and Fanon the whiteness
they sought” (Boyarin 36-37), these characters’ opposition against women and homosexuals
helps them in the confirmation of a hegemonic masculinity that remains out of their reach.
Rudy’s insecurity and Edi’s confidence are part of a broader aspect distinguishing both
characters. According to Harmony, in LEGOM’s plays we can often distinguish “el victimario, el
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Economically, Edi probably benefits from his friend’s help more than Rudy. For instance, Rudy helped
Edi take all the things that Edi’s dying mother had. Also, as it will be discussed below, Edi keeps the
money from the subsidiary help without sharing it with Rudy.
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que tiene la autoridad y la víctima propiciatoria” (“Edi y Rudy”). In Edi & Rudy, Edi is “la figura
dominante, mientras que Rudy se subordina en todo al amigo.” In Corona’s representation, his
directing choices highlighted “la prepotencia del uno [Edi] y la sumisión del otro [Rudy] con los
lugares en donde se sientan, o dónde se paran y, sobre todo con actitudes que acaban de mostrar
las características de cada uno.” Certainly, it is Edi who comes up with the ideas that get them in
trouble and who obtains most benefits, although to a minimum, but at least more than his friend.
Rudy is happy to hear that he is part of Edi’s new “business,” even though he had refused to
participate earlier. He is Edi’s “socio” (LEGOM, Edi & Rudy 113) by having signed the
microcredits, but when he asks for his share of the benefits, Edi tells him that he will organize
“una asamblea de accionistas en dos o tres años” (114). And while Rudy never receives any
money, he will have to respond to the authorities. Harmony’s designation of the terms
victimario/victima to Edi and Rudy respectively could very well be translated into
chingón/chingado with simply adding the sexual dimension just discussed above: Edi is the
victimario and the chingón, and so, regardless of his sexuality, he shows more self-reliance in his
masculinity very much as the boxer René in La daga had that “aire de altivez y superioridad”
(Rascón Banda 234). On the contrary, Rudy fears for the performance of his masculinity not just
because he will announce to the world that he is gay, but also because he will be the one who is
sexually subordinated to the “other,” in this case, his best friend.
The binary victimario/víctima and its indirect allusion to the pair chingón/chingado
appears in Harmony’s description of the play and in Corona’s conceptualization of its
performance because of the influence of Octavio Paz’s thinking in Mexico’s collective
imaginary. Although its logic has been applied to the characters above, I would like to point at its
limitations. First of all, it is difficult to simply see one character in a superior position to the
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other. As we will see in the case of Jesús González Dávila’s Las perlas de la virgen, both men
are —as they express it themselves— “jodidos” within the system. Paz’s idea is that one has to
“chingar” the other in order to avoid being “chingado,” but even if Edi has kept the microcredits,
he is not even part of the basic social scale, as it was mentioned before in relation to Diatriba.
Moreover, Rudy tries to change his behavior and find a “real” job to avoid trouble because of his
friend, but he never tries to be the chingón in the relationship. Gender theory allows for a more
precise analysis of these men’s friendship: within the homosocial space consisting of Edi and
Rudy’s relation, Edi is the hegemonic masculinity and Rudy a supporting or complicit one. Out
in society Edi does not have the recognition, respect, much less the power that Apolo does. But
Rudy acts like the supporting masculinity performed by Cerebelo (before he kills his friend).
Even though he knows that Edi is not the hegemony masculinity that should be supported, he
needs to believe that he is:
[…] Siempre hacemos lo que tú dices. Está bien. Porque tú sabes. Tú sabes, llegas de
repente, te asomas como siempre por la ventana, y todo se va a la mierda, pero está bien.
Está bien que se vaya a la mierda. Aldonza [his wife] me reclama. Ahí está de nuevo Edi
Torquemada, dile que se retire sin hacer mucho escándalo o traigo a los gendarmes. No,
no, le digo, Edi sabe, Edi sabe. Aunque no sepas. (LEGOM, Edi & Rudy 82)
This is the reason why Rudy cannot let his friend speak negatively about his life: “Por qué me
dices eso, Edi, por qué me dices eso. Por favor. No es tan grave” (93). He will do all he can to
cheer him up including keeping his relationship with him. In order to stay out of trouble, Edi and
Rudy need to have the socio-economic circumstances around them improved. But also, they have
to come to better terms with how much their male bonding means to them. If Edi has already
been described as the one who verbally attacks anyone who separates him from his friend,
attention needs to be directed as well to Rudy’s violent side. Edi establishes for us this trait of his
friend’s personality. When Rudy misunderstands that Edi will help him beat up his father so that
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he does not take him and Julieta to court, Edi clarifies the stiuation: “Tú sabes que no soy
violento. Tú eres el violento. Tú pártele la madre” (112). Indeed, Rudy is the one who normally
wants to solve problems with violence. But he is also a loving and forgiving person. He quickly
grows fond of Góngoro, the dog that he has electrocuted several times but that would not die. He
restarts a “relación platónica” (110) with Julieta and does everything she wants without asking
for anything in return. They do not even have sex. He has actually forgiven her, as well as his
father, after he saw them having sex, and he forgives Edi every time that he causes him trouble.
His problem is that he lets his emotions take over him and has a hard time containing himself. As
his wife explains in Diatriba, his solution is to stay home and stay away from trouble: “Por eso
no sale de casa, para no meterse en problemas. Le da por golpear gente con un tubo” (56). But
when it comes to love, as he says that he feels for Julieta, he is willing to do anything. And so,
following his friend’s advice, he slashes the dogs after electrocuting them so that Julieta cannot
make money out of the skins. This way, he thinks that she will care for him more than for the
manager of the kennel, who allows her to take the dogs’ skins as long as she has sex with him. It
is what Rudy has read about as “liderazgo” or “manipulación” (LEGOM, Edi & Rudy 119); he
cannot remember which one is the right term, but they certainly mean a similar thing to him.
Needless to say, Rudy’s strategy does not work out and he is fired from the kennel. Even worse,
his dear Góngoro is killed by Julieta. This is when Rudy’s last act of violence takes place and
probably leaves the audience terrified. Pretending that he is saying goodbye to his dear dog,
Rudy cuts off his skin so that it cannot be sold. This time, Rudy does not recur to aggression as
an impulse. He is not acting out of love either. He does it for revenge, as he says, against Julieta
but also against everyone, as an act of rebellion against his many misfortunes: “total, ya me
habían corrido, ya me habían quitado a mi perro. Qué más daba” (127-128). When Rudy cuts the
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skins of the other dogs, he replicates the power of his patriarchy: he is aggressive but in a
calculated way in order to govern over Julieta:
Aggressive conduct is highly valued in a competitive society when it serves the interests
of the organization, but men also face a strong taboo against the expression of anger at
work when it is not rule governed. “Competition” imposes certain rules upon aggressive
group processes: Aggression must be calculated, no angry; it must be consistent with the
power hierarchy of the organization, serving authority and not challenging it; if
expressed, it must be indirect, as in jokes; it must serve the needs of group solidarity, not
of individual autonomy. (Lyman 161)
But when he kills his own dog, he is reacting not just out of anger but also out of despair. The
same feeling determines the violence and masculinity performance of the next pair of men to be
analyzed. The male characters of Jesús González Dávila’s Las perlas de la virgen live also in the
border between Mexico and the US. Like Edi and Rudy, and unlike Román and René, they
cannot hold a hegemonic masculinity because of their socio, geographic, and economic situation.
However, González Dávila’s Polo and Ross are not friends, but enemies and this enmity is the
driving force of their lives and the play per se.
Jesús González Dávila’s Las perlas de la virgen was performed as part of the fifth edition
of the Gran Festival Ciudad de México at the Benito Juárez theatre in the summer of 1993.
“[T]he cartelera teatral in Mexico City” of that summer, as reported by Ronald Burgess, “listed
twice as many Mexican plays as before,” and part of the reason why this was possible was “a
pre-election infusion of government funds (a sort of PRI election campaign drive)” (“Five
Summers of Mexican Theatre” 62). This play is very distant from El jardín de las delicias (1984)
not just chronologically, but also in terms of the style and motives used by González Dávila in
this stage of his career. Nevertheless, we must stress that from a certain point of view those
motives are not all that different from his earlier work. They respond to the same dramatic
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vision: González Dávila continues mostly interested in talking about the “desposeídos;”169 this
time they are not grown-up children like Leo was, since he dedicates the plays from this period
to those living in the north of the country, in particular in the border with the US. Consequently,
the characters to be analyzed next are stable marginal masculinities not only because of their
socio-economic status, but also because of their location. Las perlas de la virgen is not as famous
as De la calle (1984),170 not even as El jardín de las delicias, and at times is simply omitted in
González Dávila’s dramatic bibliography. However, those critics who take it into account have a
strong opinion about it, either in favor or against it, sometimes about the play itself or only about
its first performance. For instance, Enrique Mijares considers it Dávila’s best play, whereas
Rascón Banda sees it as a play that Dávila did not write with freedom of creation, but rather as a
request or assignment (“Las perlas de la virgen”).171 Particularly, Rascón Banda did not agree
with the staging. The director Marco Antonio Silva had already directed some other plays, but
was mainly known as a choreographer. According to the play reviews, the performance did not
just have choreographic movement, but other experimental elements that, for some, betrayed the
social denunciation and realistic point of view of González Dávila’s work. Having gender as our
main interest here, we will consider now both text and performance in regards to the two main
male characters, their relationship, and the conformation of their masculinities.
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For instance, Estela Leñero makes a recount of González Dávila’s work saying: “Su estilo era único y
su originalidad radicaba en que sus personajes, desposeídos de cualquier privilegio, tenían el don de la
expresión” (351, my emphasis).
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González Dávila received with this play the prize Rodolfo Usigli/UNAM in 1984. Published in 1985,
it was not performed until 1987 with Julio Castillo as director. This performance “se ha quedado en los
anales de la historia de la dramaturgia y puesta en escena nacionales de la segunda mitad del siglo XX”
(Partida Tayzán, Se buscan dramaturgos I 205). The plot develops as the young Rufino looks for his
father in the most marginal streets of Mexico City. (Barely) surviving to the streets, Rufino achieves his
goal, only to be sexually abused by a drunken father dressed as a woman and without even recognizing
his son. A cinematic version of the play came out in 2001, directed by Gerardo Tort.
171
It must be said that Jesús González Dávila wrote this play because Marco Antonio Silva asked him to
(Mijares, “Diálogo incorrupto” 76).
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The plot of Las perlas de la virgen is rather minimalistic. Rascón Banda calls it “teatro
inmóvil” and declares that “aunque hay acciones físicas, no hay evolución dramática” (“Las
perlas de la virgen”). In an interview published the day of the premiere of the play,172 González
Dávila admits “no estar del todo a gusto con la interpretación que Silva le ha dado a su texto”
(Hernández). He sees himself as belonging to a generation in whose plays “simplemente se
planteaba un problema, se manejaba un desarrollo, clima y desenlace.” On the contrary, and as
he clarifies in the “Sinopsis” written for the performance program, this play is “[c]onstruida por
fragmentos que se acumulan y dificultan la progresión de la mínima anécdota” (González Dávila,
Las perlas de la virgen 63). If this objection has more to do with the text itself, the main
disagreement between González Dávila and Silva regarding the performance was the importance
given by the author to dialogue versus the images so highly regarded by the
choreographer/director:
El desacuerdo fundamental entre Silva y González Dávila se encuentra en la forma de
plantear los diálogos. La creación del dramaturgo recae con toda su fuerza en esta forma
de escribir, mientras que para Silva, lo importante es la imagen y no lo que se diga a
través de los diálogos. (Hernández 26)

Many of those images were not understood by its audience and at times seemed incoherent.
However, it is interesting to look at what the play has to offer visually in terms of gender
dynamics. The moving image that most predominantly imposes itself throughout the play is first
preluded in some kind of introductory scene:
[…] Entra un hombre que se mueve con sigilo; busca ocultarse.
Aparece un segundo hombre, que al ver al otro, se pone en guardia.
El primer hombre se enfrenta con una navaja; pero el segundo saca un revólver y dispara
sobre el otro; quien cae como muerto. Pero luego, el primero se incorpora, lanza su
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The premiere was on July 8th 1993 in the theatre Benito Juárez as part of the fifth edition of the Gran
Festival Ciudad de México, with Alfredo Alfonso and José Carlos Rodríguez as the main actors and the
collaboration of the dancers from Utopia Danza Teatro.
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navaja y la clava en la nuca del otro; ambos caen y quedan como muertos. (González
Dávila, Las perlas de la virgen 65)
In most of the subsequent scenes, Polo173 and Ross act in general lines in the same way
announced here. That is to say, they meet, interact, and try to or actually kill each other. These
are two men whose scenic logic consists of encountering their “other” to immediately attempt to
destroy him. Seen from the point of view of gender, this choreography and its re-appearance
throughout the rest of the play portrays a configuration of these Mexican men’s masculinities
dependent on their interaction with their “other,” understood as a rival for life. With this play,
González Dávila represents on stage Plauto’s famous dictum: “El hombre es lobo del hombre”
(Las perlas de la virgen 63).
In addition to the message of the image described above, two aspects must also be noted
as relevant to gender. First, the image of two male enemies attacking and killing each other
occurs in a choreographed manner. Choreography, like gender behavior, is learned and
rehearsed, but it does not come naturally. Second, this image repeats itself indefinitely. The
aforementioned “homo hominis lupus” maxim is visually represented in the play as in “eterno
retorno” (63). Las perlas de la virgen ends with both men leaving together even though they are
aware of the fact that they will have to fight again. Masculinity can never be fully asserted; it
depends in this case on a constant struggle.
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This character’s name is not surprising since, as Mijares explains, Polo is “un personaje recurrente que
va a ser crucial en la producción de González Dávila. Prolongación o conciencia suya, elemento de juicio,
acaso su alter ego, Polo poblará sistemática, sólidamente el universo de este autor: Polo pelota amarilla,
El verdadero pájaro caripocápote, Pastel de zarzamora, El jardín de las delicias, Las perlas de la
virgen” (“Diálogo incorrupto” 33). There is something about Ross that make us think of El Pájaro
Caripocápote (from the play El verdadero pájaro caripocápote, 1979), but his physical description does
not coincide with the aged image that his dialogue might suggest. Escobar Delgado sees Polo and Ross as
later versions of the characters in Sótanos (1988).
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The play rejects realism in the sense that in the next scene the characters are once again
alive. This fact and the performing style provided not only by the director, but also by Alejandro
Jara’s special effects and Gabriel Pascal’s set, costume, and lighting design, caused some
reviewers to see the play as belonging to the Theatre of the Absurd.174 But, when it comes to the
text itself, Enrique Mijares is right in noting that Las perlas de la virgen is not an absurdist play
(“Diálogo incorrupto” 79, La realidad virtual 25). Polo and Ross are not sitting around just
waiting for some kind of “Godot” to come by. Ross has a mission to accomplish and it could not
be more concrete: he is there to be paid for a job. Polo, on the other hand, is in one way or
another related to those who gave Ross that job. The conflict of the play is located in the
disagreement between both men in relation to whether and how that job was carried out. Ross
demands his money because he did what he was asked to do, that is to say, he gave a ride to
some people. Soon we realize though that this people were young women —the “double sisters,”
the female characters of the play— and that the whole job has to do with sex trafficking and
female enslaving.175 On the other hand, Polo has orders to kill Ross because he kept those
women for himself or handed them to the wrong people. Since things seem to start all over at the
end of each encounter, each scene becomes a discovery or re-discovery of the other man’s
identity or, we should better say, of their own identity in relation to what they find out about their
“other,” understood always as their enemy.
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Also, in the same synopsis just mentioned, González Dávila describes the story of the play as between
“el humor y lo absurdo” (63), but I agree with Escobar Delgado that “absurdo” here means the
inexplicable (247) and not in the context of the 1950s movement lead by Samuel Beckett and Eugène
Ionesco (among others), and in the Hispanic American tradition, by Fernando Arrabal and Alejandro
Jodorowsky.
175
Juan Hernández (in the first review of the performance of the play) and Enrique Mejías (“Diálogo
incorrupto” 78) refer to this topic as “trata de blancas.” White slavery is often used to refer to women of
any race who are victims of sexual trafficking. The term was originally coined in the 19th Century in order
to refer to the traffic of European women. This term is now considered anachronic and inappropriate to
refer to a criminal activity of global dimensions.
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It is impossible for the spectator to decide which one of the two characters is saying the
truth. Both Ross and Polo could be lying, since the two are characterized as masters of deception.
The stage directions present Ross as a “merolico yerbero” (González Dávila, Las perlas de la
virgen 65), some kind of healer who attends to his “patients” in the streets. A synonym for
“merolico” is “charlatán” (DRAE) and it is certainly Ross’ verbosity what best serves him in his
job. Scenes 6 and 8, “En la plaza” and “En la plaza dos” display Ross’ prodigious use of rhetoric
and sale techniques: he makes it sound as if he were doing his clients a favor, as if they gained
more than him with the sale; he knows when and how to sound wise; he defends himself from
possible accusations before they are even made; he calls the women’s attention with rhetorical
questions and imperatives; and, more interestingly, he resorts to his knowledge of poor people’s
needs, as these are his main clientele. Polo is as verbose and cunning as Ross. He is described as
a “vago, sicario, mago” (González Dávila, Las perlas de la virgen 65). Being a professional
killer (“sicario”) is not much of a regular job, and so, “vago” must be understood not just as lazy,
but also as a type of a nomad. Hitmen like Polo must look for ways to find both their clients and
victims and this is where good oratory techniques and social skills come in handy. Also, like
Ross, it is understood that Polo is not economically affluent (at least not for long) and that he
must find other “projects” in order to survive. A good example of his oral abilities is their first
encounter in Scene 1, in which Polo persuades Ross to tell him more about himself than what he
seems willing to. Polo does not only deceive others in conversation but also with the use of his
magic. For instance, in the same first scene: “Polo truena sus dedos y como magia se oye a gran
volumen que cruza un autobús a toda velocidad” (68). Visual illusions as these are not too
different from the non-scientific quality of Ross’ “medicine.” These men’s magic is somehow
made possible because of the setting of the play. The desert of the North of Mexico, close to the
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border with the US, is portrayed as commonly inhabited by mirages like those for which Polo
takes credit and believes that nourish Ross’ healing arts. At the same time, this barren geography
demands survival tricks as magic. For Enrique Mijares, González Dávila’s characters are always
enclosed by some kind of “muros.” In the case of Las perlas de la virgen, Polo and Ross are
surrounded by “muros de espejos” (“Diálogo incorrupto” 14). That is to say, these mirages have
a menacing and enclosing effect in the characters. At the same time, they partake in their
deceiving quality of their environment. I will discuss this setting later and how it influences in
particular the conformation of the protagonists’ gender identity.
In addition to being masters of deception through their dialogues and illusions, Polo and
Ross partake in a constant disguise game with which they intend to trick each other as well as
everybody else (including the audience). Every time the characters meet, they play a different
role, without affecting their identities as characters. As Mijares explains it, they take on a
different characterization: “no estoy hablando de un actor que interpreta varios personajes
sucesivos, sino del mismo personaje en diferente caracterización y circunstancia cada vez” (78).
Polo is (or pretends to be) a passenger in a bus (Scene 3), a bartender (Scene 5), a prison
guardian (Scene “Sin número”), and the host presenting the variety show in the nightclub
Albatros (Scene 9). Ross is a shoe shiner (Scene 5), a bus driver (Scene 8), and a client in the
Albatros (Scene 9). At some point, though, they discover each other’s real identity and fight. For
the audience, who still is trying to figure out who these men are, the only grounded point of
reference is the relationship to each other, that is to say, the visual representation that we see at
the introductory scene: that they are looking for and hiding from each other, that they are
enemies, and that one of them will be necessarily killed before the other.
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Dressing up is as important here as in the decades of Modernismo and Naturalismo
studied by Domínguez-Ruvalcaba, who considers masquerades as a distinguishing feature of
Mexican masculinity:
Instead of the Western masculine model proposed by Michael Kimmel, which consists of
the achievement of success through the sacrifice and the stoicism that characterize
Western males ([“Homofobia, temor, vergüenza y silencio en la identidad masculina”]
50-51), the Mexican man is oriented toward reception of the performance of the Western
male’s image; therefore, simulation makes a significant difference between the conqueror
and the conquered male. (Domínguez-Ruvalcaba 24, my emphasis)
“Simular” is also a characteristic essential to the Mexican man according to Octavio Paz,
as he explains in his chapter “Máscaras mexicanas.” Paz’s critique of masculinity and identity in
El laberinto de la soledad was first articulated during his academic stay in the United States, as
the presence of the pachucos called his attention because of their peculiar appearance. Pachucos
were an important subculture within young chicanos living in the Southwest of the United States
between the 1930s and the 1950s.176 The flamboyant, gangster-looking zoot suit is for Paz a
“disfraz” with which pachucos feign their emptiness after having lost “toda su herencia: lengua,
religión, costumbres, creencias” (36). Paz develops these first impressions into a general
reflection of certain Mexican cultural identity practices. Following Paz, the disguises of Polo and
Ross, may be seen as a multiplicity of possible characterizations because both men have lost
track of their basic identity. While this may be valid to a certain extent, Paz’s analysis remains at
the surface of complex masculine dynamics. Polo and Ross are certainly lonely characters who
do not trust others, but their behavior does not respond to some inner essence explained by their
nationality and the colonial history of Mexico. It is their immediate present what urges them to
disguise themselves constantly. Their “costumes” certainly protect them from an “external
176

They are often identified with youth gangs and were nationally known after the 1943 Zoot-Suit Riots
in Los Angeles.
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threat,” which determines the characters’ actions very much in the manner of Harold Pinter’s
“comedies of menace.”177 However, unlike Pinter’s work, Las perlas de la virgen enacts the risk
that Polo and Ross run: even if they are not dead in the following scene, their murder is seen
again and again on stage. The dangers threatening their lives take form in their male “other,” but
they can only be understood if we consider the historical and cultural contexts of the region
where they live.
The play highlights the importance of location by having most of its scenes titled with a
specific reference to where the action takes place: 1. En la carretera, 3. En el camión, 4. En la
plaza, etc.178 Although in the “Sinopsis,” González Dávila describes the setting of the play as “un
espacio múltiple: el tiempo y las identidades se fracturan para mostrar sus contradicciones” (Las
perlas de la virgen 63), there are clear references that locate the play in the north of the country.
The heat and mirages to which the characters refer to, and the “cactáceas y tierra suelta” (65)
describing the introductory scene make us think of the desert area between the United States and
Mexico. In fact, this is not the only play that Jesús González Dávila sets in the north of Mexico,
where he lived and led theatre workshops (Escobar Delgado 245).179 The Mexican soil in the
border with the U.S. is currently depicted by the media as an extremely dangerous zone, mostly
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Partida Tayzán establishes a relation between Harold Pinter and González Dávila’s plays based, among
other facts, in the exterior threat that determines the subjects’ actions (Se buscan dramaturgos II 97).
González Dávila recognized being an admirer of Pinter (Se buscan dramaturgos 208) and his play
Sótanos was written as a homage to the British playwright.
178
The only scene without a title named after a place reference is Scene 2 “Espejismo,” but the stage
directions specify right away where it takes place: “En medio de la carretera” (72). Even the Scene “Sin
número” is titled “En una celda” (90).
179
Other plays located in the Mexico-U.S. border are Desventurados (1985) and Talón del diablo (1994).
González Dávila was born in Mexico City, but dying his mother right after he was born, he moved with
his grandparents to Sabinas, Coahuila (Mijares, “Diálogo incorrupto” 22) where he attended primary and
secondary school. He would go back later in his life to the North, this time to Culiacán, where he lead
workshops and promoted the publication of plays written by playwrights from the area (see for instance
Espinoza.)
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due to the violence derived from the drug wars (including here the confrontations between the
government and the drug cartels as well as among the drug cartels themselves). While the
situation never reached today’s unprecedented levels of violence in the region, drug trafficking
has been a major problem since the 1970s,180 and the power displayed by the characters’
mysterious but ubiquitous boss may refer to a drug lord or a corrupt official, often combined in
the same people.181 Thus, Polo’s orders to kill Ross and Ross’ assignment of delivering those
young women must inexorably be obeyed. If they fail, they will die, since the unidentifiable boss
has eyes and ears everywhere.182
The socioeconomic situation at the border determines these men’s lives and behavior at
least in two ways. First, their possibilities to make a living are like the landscape: barren and full
of mirages. None of their apparent jobs provide them with a full income, not even that of
gunmen. Second, the violence around them is part of an immediate reality in which they cannot
avoid participating. The organized crime developing from drug trafficking “se origina” —
according to Mexican journalist Sergio González Rodríguez —183 “en la pérdida de todo respeto
a la vida en nombre de la primacía y la búsqueda de la mayor ganancia posible” (Gewecke 71),
involving the region in a “violencia sin límite.” These two aspects also affect the enactment of
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Drugs trafficking rose to its current prominence with the dismantling of the Colombian drugs cartels in
the 1990s. Violence attributed to drug trafficking increased dramatically during the presidency of Felipe
Calderón (2006-2012), who declared “war” against it, deploying thousands of soldiers and federal agents
to multiple cities, in particular in the north. The strategy resulted in the killing of more than 100,000
people and the disappearance of over 30,000 people. Although specifically in relation to Ciudad Juárez
(the city most affected by drug trafficking), see for example, Páez Varela.
181
See Astorga and Zavala.
182
Although talking specifically about Ciudad Juarez, journalist Charles Bowden refers how the 200
gangs in the city and not the police “define the borders. They, not the government, represent authority to
the human beings in the colonias.”
183
González Rodríguez is a journalist who gained recognition covering the murders in Ciudad Juárez. He
and his book Huesos en el desierto (2002) was one of Bolaño’s sources of information for his celebrated
novel 2666 (2004).
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the male protagonists’ masculinities. In order to construct and defend their gender identity, Polo
and Ross recur to disguises and violence. Performing different roles allows for a rehearsing of
different masculinities. Also, with their changing characterizations they do not only try to make a
living, but also to discover their opponent and find out about his intentions. Both characters
constantly look for each other in order to affirm their identity as men. Fighting their opponent
gives them direction in a dessert full of mirages: against their rival they can construct their sense
of manhood. Their masculinity depends on the definition of their “other” as their enemy.
The need for an enemy contrasts with the individuality emphasized as a characteristic
defining Mexicans already since Samuel Ramos’ seminal study (31-32). Later studies, such as
that of the academic and politician Jorge Castañeda, see the same quality spreading “a las demás
áreas de la vida cotidiana, incluyendo la violencia perpetua del negocio más grande de México –
[…] la demanda insaciable de drogas” (59). Polo and Ross’ individuality is evident184 and their
criminal actions coincide with Castañeda’s description of crime in contemporary Mexico: “El
crimen, en la mayoría de los casos y lugares, constituye una empresa individual […] estructuras
jerárquicas rígidas, donde la lealtad hacia arriba es fundamental y unipersonal.” However, taking
into account the dangers that the border represents for our characters, this individualism can
hardly be seen as a personality trait. It is rather a survival tool and, at the same time, more of a
façade or mask than a defining characteristic, since, like we said above, they constantly look for
their enemy.
This enmity can neither be described with the terms “conqueror” versus “conquered”
used by Domínguez-Ruvalcaba in the previous quote, nor with their reminiscent opposites
184

In Scene 1, for instance, Polo insists in how he does not have a boss anymore, how he is
“independent.” Ross, on the other hand, is in trouble for having decided on his own what to do with the
young women that he had to deliver.
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chingón/chingado. Polo and Ross’ intentions are not so much to conquer or chingar their enemy
as to avoid their own death. There is not a conqueror or chingón in this pair: in most scenes the
two of them die. They are aware of the impossibility of being the winner and declare that their
situation is very similar: “estoy tan jodido como tú” (González Dávila, Las perlas de la virgen
88). This explains their decision to continue their journey together: at the end of the day, that is
to say, once their disguise has been lifted, the main factor defining their masculinity is that they
have each other as enemies. By keeping each other close enough, their gender identity does not
get lost in that dessert full of chimeras. In addition to that, the extreme marginality of their lives
calls for the need of some human companionship, even if this takes the form of an eternal enemy.
When talking about gender in relation to the border, most attention is focused on the
femicides in Ciudad Juárez.185 The unresolved crimes against hundreds of women —which
began a year before the NAFTA agreement was implemented in 1994— are related by many to
neoliberal policies and state patriarchy. Regarding the male gender, features distinguished by
Sergio González Rodríguez in Ciudad Juárez are a “masculinidad a ultranza” and a “fraternidad
en el crimen” (Gewecke). By “masculinidad a ultranza” González Rodríguez means that men
involved in criminality, in particular in drug trafficking, give extreme importance to the
affirmation of their masculinity, as defined by aggressiveness, a lack of sensitivity, and almost a
primitive thirst for gruesome and bloody violence. The sense of fraternity among criminals and
those in charge of protecting citizens explains the impunity with which crimes take place.
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The female characters in the play, the Double Sisters, cannot refer to the femicide in Juárez because in
1993, the year in which the play was first performed, only the very first deaths could be accounted for.
González Dávila is presenting a more specific topic: that of the young girls who abandon their paternal
home or are convinced to do so in order to become a “star,” singing and dancing in night clubs like the
one seen in the play, the Albatross. The playwright deals with this same topic in Muchacha del alma
(1983), Talón del diablo (1994), Son amores (1998), Quien baila mambo (1999), Fiesta de invierno
(2000).
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Contrary to this, Polo and Ross do not kill each other for being more of a man than the other,
neither for a sense of superiority of men over women. Polo is obeying orders; it is his way of
making a living and of surviving. Ross is defending himself and getting revenge for having been
dispossessed. This dispossession is expressed by Gonzalez Dávila with a pair of boots and the
Double Sisters as its metaphors. Ross comments several times how Polo’s boots are exactly like
a pair that he used to have; he uses almost the same words to talk about the women who
accompany Ross. The simile between women and boots is obvious in the play: women are
something a man possesses and is entitled to. This is a belief characterizing most male adults in
González Dávila’s work. The playwright presents men whose society has given them no
opportunities in life, and women (or a pair of boots) are their last resort. These women, however,
are not more than mirages; they are “las perlas de la virgen,” which is an expression meaning
that they can never be reached. This is probably so due to the way in which these men see them,
this possibility of women simply does not exist. While it is true that González Dávila does not
portray women realistically with their actual circumstances,186 the play articulates an effective
critique of gender inequality by giving border women the status as ghosts, condemned to have a
limited presence and only as a haunting appearance in the configuration of masculine identities
and practices.
Terms such as “masculinidad a ultranza” are used without considering gender theory and
its main advances. Compared to the female gender, men’s construction of their masculinity is
already extreme in most cases, whether they are in the border or not. The exorbitant rise of
violence and crime in the border between Mexico and the U.S. is undeniable and so is the fact
186

Nevertheless, it must be pointed out that Luisa was shown in El jardín de las delicias as an
independent and strong woman. Leo’s sister also represents young and middle-class women living in
Mexico at the end of the 1960s not only in El jardín but also in the other “family” plays: Muchacha del
alma (1983), Crónica de un desayuno (1990), Aroma de cariño (1998), El mismo día por la noche (1991).
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that these acts are mostly committed by men. There is equally no doubt that the recurrence with
which women are the victims of these crimes is a gender issue. However, a “masculinidad a
ultranza” is hardly a concept that includes all men living in the region. Gender studies have
taught us to specify the socio-economic conditions of each man. In addition to that, Las perlas de
la virgen elucidates gender mechanisms by depicting two men whose main motive in their
violent actions is the need of an enemy for the conformation of their masculinity. The same will
be seen in Edgar Chías’ Telefonemas, with the slight difference that its main character, Ulises
Fuentes, not having an enemy in his life, creates his own by developing schizophrenia. If
González Dávila’s and LEGOM’s characters coincide in their non-hegemonic positions, the
Ulises/Esteban pair of Telefonemas conforms to a hegemonic masculinity very much like those
exposed in La daga. However, Chías’ protagonist does not owe his hegemony to his physical
attributes like Román and René, but rather to his economic situation, as I will discuss next.
Telefonemas won the “mención de honor” in the Premio Nacional de Dramaturgia
Manuel Herrera 2002. Although it continues being performed in Mexico, there are two main
representations listed in Edgar Chías’ artistic curriculum vitae: the first one in 2004, with Marco
Vieyra as director, in the Teatro La Capilla in Mexico City, with the support of FONCA. The
second representation was a year later in the city of Querétaro, directed by Uriel Bravo and
supported by the Instituto Queretano de Cultura. The “relato escénico,” as Chías calls his play in
its subtitle, is based on Mauricio Montiel’s short story “Telefonemas del otro lado” (1994),187 on
the one hand, and on Chuck Palahniuk’s novel Fight club (1996). With the first reference, Chías
brings to his work the interests and preoccupations of other artists of his generation who do not
187

It was first published as one of the seven short stories in Insomnios del otro lado (1994) and then
reprinted a year later in the anthology used here: El Occidente de México cuenta: Antología del cuento
reciente.
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necessarily work in theatre, but with whom he has a lot in common.188 Through Palahniuk’s
reference, Chías addresses the popular and international literature impacting the imaginaries of
his generation.
Mauricio Montiel (Guadalajara, 1968) defines his own literary production as focused on
“el tema de las ciudades, las metrópolis” (Elorza). With Telefonemas we will explore Ulises’
masculinity as specifically belonging to a man living in a large city. In an interview about the
opening of the play in 2004, the director Marco Vieyra describes the protagonist as an urban
man, an aspect with which their audience may feel identified. Life in the city does explain in part
Ulises’ problems (Carapia). Chuck Palahniuk (Pasco, Washington, 1962), on the other hand, is
considered a contemporary to his readers. Fight Club is his best-known novel, not just for its
winning awards, but also because of the success of its film adaptation in 1999 by director David
Fincher and with Brad Pitt and Edward Norton as co-stars. A cult derived from the release of the
movie in DVD format and its popularity reached even major fashion labels.189 Since one of the
main topics of the novel/movie is men’s dissatisfaction with their masculinities in modern times,
several essays have considered Fight Club from the point of view of gender and, in particular, of
masculinities.190 Palahniuk himself addresses this issue when he asserts that he wrote his novel
“[b]efore The Weekly Standard announced “The Crisis of Manliness”” (211) and when he
comments that a reviewer called his book “a satire on the Iron John men’s movement” (216). 191
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As it will be seen later, Chías does not choose narratives arbitrarily. Narrative is an essential element
in Telefonemas.
189
Such as Versace, Gucci, and Dolce and Gavanna, according to Chuck Palahniuk in his “Afterword” of
the 2006 edition (210-211).
190
See for example Craine and Aitken, Greven (Chapter Five), and Friday.
191
Iron John (1990) was written by Robert Bly. The movement that it ignited refers to a second-wave
generation of men reacting to feminism in the 1980s. They are known as the mythopoetic group and they
call for a return to nature to counteract the emasculation of men due to feminism and a feminizing culture.
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Both references of Montiel’s and Palahniuk’s narratives bring Chías’ Telefonemas into the
discussion concerning “men’s crisis,” introduced in our previous chapter.
The main characters of both narratives above suffer from insomnia and so does Chías’
male protagonist, Ulises Fuentes. In the epigraph to the published edition, Chías combines two
lines from two different poems written by Octavio Paz. The first one “En esa sombra líquida…”
(65), belongs to “Olvido” and is incomplete. He has cut off “del sueño,” which is easily
understood with the metaphor “sombra líquida.” In this first poem, Paz invites the reader to lose
and forget himself through sleep. The second line, on the other hand, complicates our first
assumption that sleeping and dreaming is going to be the main topic of the play, since its
counterpart “insomnia” plays a big role as well: “El ojo, girasol del insomnio” (65). Indeed,
Ulises will often find himself unable to tell if he has slept or if he is still dreaming. This second
line belongs to “A la orilla,” in which Paz equally summonses his lyric object to sleep. Another
line from this same poem that is relevant for us is “contémplate en mí que te contemplo,” in
which the poet’s relationship to his addressed object is established as that of the “self” to his
“other.”
The importance of dreaming vs. lucidity in the epigraph of the play provides these three
stories with a very introspective nature, as the narrators will share with us both their memories of
the events and their mental processes while they were occurring. Being Telefonemas a play and
not a narrative text, it would be expected to see more action than narration on stage. However,
the way in which Chías conceives his play to be performed, as he informs the readers in his
Foreword “Breves advertencias al osado,” is as a story to be told by actors who have “tiempo
para comentar lo que se cuenta, sin dejar de ser narrador, personaje y analista” (68). Like
LEGOM’s Edi & Rudy, Telefonemas has been taken as an example of narraturgia. Without
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discarding the actors’ competence in the “hablar del cuerpo” (67), he expects his spectators to
make a mental effort and use their imagination. This is necessary in order to make sense out of
what often seems a narration in which Ulises is both the protagonist and the spectator. Like in
Paz’s poem, Ulises contemplates himself or his “other” as the latter is contemplated in him, that
is to say, as this other is not other than himself. In a similar way to both Montiel’s and
Palahniuk’s references, Ulises Fuentes creates a second personality that will soon become a
threat to himself. Chías’ character is not the only character studied here with mental problems.
The many murders carried out by Iván in La rata bastarda amarilla and the hatred with which
the assassin recounts his actions disclose a mental imbalance. The story of El jardín de las
delicias might only be happening in Leo’s unstable mind. These men’s psychological problems
are, at least to a certain extent, a consequence of the historic times that they are living. More
interesting for this research is the fact that Leo and Ulises’ lunacy creates for them a parallel
reality where they perform a different masculinity. Gender cannot be seen as a static totality and
the characters’ insanity allow us to see it exactly as a series of performances, whether they occur
in a real or a subconscious level.
The main character’s schizophrenia will be considered from the point of view of gender. I
will discuss through gender theory how in a first instance Ulises’ second personality completes
him, by encouraging him to embody the hegemonic masculinity that he seems to aspire to. Then,
Ulises’ schizophrenic state will be explained as a malady resulting from gender dynamics: the
constant and repeated call for an “other” against which one’s own masculinity is constructed and
confronted leads Ulises to create within himself the enemy that he lacks in the world outside. I
will first analyze the plot of the play contrasting it with Montiel’s and Palahniuk’s writings. The
specific elements chosen by Chías from his sources as well as the divergences from those texts
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present several aspects in Telefonemas highly relevant for the study of gender. Then, I will look
into Ulises’ initial form of masculinity, which can be defined as both hegemonic and
conforming. Contrary to expectations, being the chingón is not enough for Ulises and he will
need to create a second personality. This alter ego comes with his own masculinity project,
which invites other supporting masculinities to act out over their lives.
In general, Chías’ Telefonemas follows Montiel’s short story closer than Palahniuk’s. As
a matter of fact, its first performance had Mauricio Montiel’s brother, Andrés Montiel, as the
leading actor. It is possible that Chías was asked to write the play as an adaptation of the
novelist’s short story. Like in Telefonemas del otro lado, the main character of the play is
harassed by someone who keeps calling him and saying that he is “Ulises Fuentes.” Pestered by
the fact that this same man uses his office at night for a clandestine business that is pushing him
to a nervous breakdown, Ulises accepts his partner’s192 advice of taking a vacation. At the same
time, we are given constant clues about how this intruding man is not other than the same Ulises.
Convinced that the man in the phone is trying to take over his life as Ulises Fuentes, the
protagonist books a hotel using a different name, which will turn out to be a mistake. Ulises’
attendance to an anonymous support group is, on the other hand, inspired by Palahniuk’s novel
(although in Fight Club the protagonist attends several support groups every week instead of
only one in one occasion). This decision introduces Marla in both Chías’ and Palahniuk’s stories;
her characterization is also in both cases that of a suicidal young woman with which the
protagonist initiates a relationship.193 Mauricio Montiel’s female character, Narda, also appears
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In Montiel’s story, it is Ulises’ boss who gives him the advice. I will discuss later the implications of
this important difference.
193
In Fight Club, the protagonist thinks that it is Tyler who is having a sexual relationship with Marla and
it is not until quite late in the novel that he figures out that Tyler is just a second personality that takes
over his body when he is sleeping. Also, the first time that Tyler has sex with Marla is because she is
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in Telefonemas as an old and finished relationship, according to Ulises’ account (Chías,
Telefonemas 91). In addition to attending the support group and meeting Marla, the other
element that Chías takes from Palahniuk is the second personality’s characterization and the
clandestine nature of his activities. We will come back to this when discussing in depth Ulises’
alter masculinity.
While Palahniuk’s novel ends with his protagonist in a mental asylum preventing his
alter ego, Tyler Durden,194 from continuing “using his body,” Montiel resolves his story with a
touch of fantasy. The decision of changing his name in order to run away from no other than
himself turns against Ulises. To his surprise and final desperation, the “Esteban Ríos” that he has
invented for himself exists at the end of the story and has actually taken over his life.
Telefonemas ends similarly, but it adds a final element in Ulises’ demise: he loses half his height
mysteriously and he even needs to climb up the telephone booth from which he calls Esteban
Ríos. He has become so insignificant that “Esteban Ríos” can no longer hear him and thus
Esteban and Marla refer to him as “El mudo” (Chías, Telefonemas 128). With the physicality
added to the original story, theatre stands out once again as a privileged setting for the study of
gender, since, as we discussed in Chapter Two, the physical body and its representation are
essential objects of study in the conformation of masculinities. At the same time, there is no
elaborated special effect to show the physical downsizing of the actor in the actual
representation, as it was announced in Chías’ Foreword. The actors’ words are the most
important tool in the staging of the play; the rest depends on the audience’s imagination.

about to kill herself, although she claims that it was an accident. She has found lumps in her breast and
thinks that it is cancer, but does not have the money to consult a doctor.
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In Fight Club we are never given the name of the narrator, only that of his second personality.
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The other difference between the endings in Telefonemas and Telefonemas del otro lado
is that whereas the denouement of the latter takes place in a hotel, in the play Ulises comes back
from his vacation and tries to return to his job and apartment. This alternative makes these two
locations particularly important for the protagonist’s identity and masculinity, since it is there
where he will confront the loss of his older “self.” At his old office, the secretary has a different
name and does not recognize him. He forces his way in, only to find his “other,” Esteban Ríos,
occupying his place (although the name of the company has changed as well). At his apartment
he finds Marla, whose name is now Lorena, but she cannot see him. Ulises even shoots her and
Esteban as he comes back from work, but nothing happens. At this point Ulises realizes that he
has lost everything, even his height.
Those two original places are a productive starting point to analyze Ulises’ masculinity
before his alter ego appears. Ulises’ job as marketing director in a phone company allows him to
live in a nice apartment, where he has accumulated dear possessions. Economic success is an
important aspect in the conformation of Ulises’ first personality. Besides his name, it is the
protagonist’s occupation that best describes him: “Soy Ulises Fuentes.195 (Haciendo una
reverencia para aclarar que se refiere a él mismo.) Soy director de mercadotecnia en una
compañía telefónica” (Chías, Telefonemas 71). Given the context of this self introduction during
a session in an anonymous support group, even before hearing what he has to say we understand
that Ulises is someone with problems that he tries to confront. While Ulises uses the first person
for his name and job, he continues his self-portray with the construction “soy el mismo Ulises
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The symbology of the chosen name is also relevant. In Greek mythology, “Ulises” is the hero of the
Trojan War who journeys for over 20 years trying to return to his kingdom. One of the most immediate
connotations of “Fuentes” is its meaning as “origin.” It is after all the first name that the character takes
on, and his quest is mainly that of finding out the origin or his present situation and ultimately the
difficult attempt to return home.
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que” (71) followed by verbs in the third person. Thus, his split personality is seen from the very
beginning. As he stresses the continuation of his own identity, when someone on the phone
claims to have the same name, Ulises cannot see this as a prank, but as a direct threat to his
persona. If for a while he holds on to these identifying labels as his strongest and most reassuring
possessions, later on he will see them as what makes him most vulnerable, as the main reason to
be “attacked.” He will then “re-invent” himself by simply adopting a different name. Such is the
power of names and naming in Ulises’ mind.196
His second point of reference, his occupation as director of a phone company, carries a
certain prestige, especially if compared with most male characters studied so far (with the
exception of the sportsmen). The diurnal Ulises has his own secretary and his office is in a
luxurious building with guards. He must have a substantial salary, since he shops with a gold
credit card, wears Armani suits and lives in an apartment with expensive furniture. Chías’
character enjoys a better position than his references from Fight Club and Telefonemas del otro
lado. Palahniuk’s protagonist is only a campaign coordinator and, whereas Montiel’s is
economically successful and with a comparable job, it is Ulises’ partner who convinces him to
go on vacation and not his boss, as it happens in the short story. These differences between
Telefonemas and its sources display the relevance of Ulises’ job for the conformation of his
masculinity.
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In Montiel’s short story, the new name has the extraordinary powers of actually transforming Ulises’
physical aspect into a different person: Esteban Ríos. See the description of this transformation while he
looks at himself in the mirror in pp. 87-88. Palahaniuk never gives away his narrator’s real name. This
fact becomes most visible when he realizes that everybody knows him as Tyler Durden which to a certain
extent responds to the feeling of insignificance that Montiel’s and Chías’ Ulises will feel when the “other”
takes over. Another possibility is that Tyler is in fact the true identity of the character, while the nameless
character turns out to be the imagined persona.
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Certain studies highlight what is known as business or managerial masculinities. R. W.
Connell and Julian Wood (2005) have analyzed Australian businessmen within a transnational
and corporative environment; similar work has been done in relation to Britain (Roper 1994;
Wajcman 1999; Hooper 2000) and even Japan (Ogasawara 1998). In the case of Mexico, on the
other hand, most research on masculinities, not entirely free of prejudice and subalternizing
attitudes, is often about the lower classes, since the emphasis is on machismo as it intersects
marginal sectors of Mexican society. While Ulises does not work for an international company
or corporation (at least it is not specified in any reference during the play), Mexico’s emerging
role in the world economy197 opens without doubt an understated and overlooked dimension of
masculinities in this country’s society. Ulises’ embodiment of some of the aspects defining
managing and business masculinities can be easily identified: he works in the business sector
and, as a director, he manages his subordinates. Regardless of his job performance, he needs to
inspire respect in those who work for him and to project a positive impression to his clients. As a
consequence, “[t]he contemporary manager has to manage the body as part of constructing a
career” (Connell and Wood 16). Consequentially, Ulises is selective in his choice of clothes. By
wearing Armani suits, he presents himself as a distinguished man who, at the same time, belongs
to a specific collective elite. That is to say:
this body-reflexive practice is not primarily a matter of self-reflexivity; it is, above all, a
collective practice, the creation of a common way of life, the insertion of bodies into
institutional and cultural matrices, and the living pursuit of what managers value most,
profit. (16)
On the contrary, Ulises’ second personality demands a completely different style: “Iba
ceñido a un pantalón y camisa sintéticos de colores y textura desagradables, el cabello revuelto y
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It is sufficient to recall that one of the richest men in the world, Mexican Carlos Slim, leads a powerful
transnational conglomerate with global reach in key industries such as telecommunications and media.
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graso, fumando un puro, dando algunos saltos entre su andar apurada y cantaba” (Chías,
Telefonemas 108). Until this “other” turns his life upside down, Ulises, like the managers just
described, enjoys accumulating expensive items. Money and the power that it conveys are,
according to Connell and Wood’s conclusion, still a main point of reference for business
masculinities as it was for “older bourgeois masculinities” (16).198 Of course, this economic
advantage is not achieved without its sacrifices. “The experience of pressure, long hours, and
tension is part of what being a manager is” (16). Ulises’ stressful job is probably part of the
reason why he “fuma por tres y toma café como agua” (Chías, Telefonemas 71). Also as part of
managing his body, Chías’ character takes care of his health problems like he would do with
problems at work: “Tengo una variada colección de pastillas para la migraña, para el insomnio,
para no deprimirme, para la digestión” (71). Later on, the extreme to which he aspires to control
his body cannot be achieved with over-the-counter drugs and a doctor would not approve of his
intentions. Marla solves this impediment with “medicación clandestina” (87), but this obviously
only worsens his physical condition: “Bajé de peso, se estacionaron en mis párpados unas
azulosas sombras y se hundieron levemente mis mejillas. Entré en un estado de sobrealerta y el
tiempo adquirió una consistencia viscosa y alterada” (87). As it can be noticed in the lines above,
rather than overcoming his insomnia, Ulises loses control of his own self, since he can no longer
differentiate being asleep from being awake. Probably the only reason why Ulises does not suffer
a heart attack or some other major health problem is because at night, his alter-ego, who also
works as a manager as we will find out, “[n]o fumaba, tomaba un poco de cerveza y mascaba
verduras mientras atendía la cada vez más creciente demanda [of work]” (115).
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On the other hand, “there is little of the old content of bourgeois masculinity—domestic patriarchy,
snobbery, social authority, patriotism, religion, and so on—to give it point” (Connell and Wood 16).
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Connell and Wood’s interest in managerial masculinities lies in the fact that new forms of
hegemonic patterns appear within a globalized and transnational context. Ulises’ economic
comfort and the social status bestowed by his position in the firm gives him security and a sense
of superiority over others. Without any doubt, his masculinity is seen as hegemonic by the
people around him, at least for a while. However, self-assurance based on possessions is
contingent on losing it all. This insecurity manifests itself in the “incesantes miedos” (71) with
which he continues his self-introduction to the anonymous group: “el sentirme perseguido,
constantemente vigilado y con un insistente temblor en las manos” (71). Life in a big city can
feel quite threatening, and those fears respond to the peculiarities of an urbane masculinity and
not a rural one. At the same time, it is clear that Ulises acts as a hypochondriac. Like his alter
ego, the source of his maladies seems to be his imagination. The routine, boredom, and
loneliness of his urban life are probably Ulises’ biggest enemies, and if he cannot identify them,
the audience will, as expected by Marco Vieyra, the director of the play in 2004: “Más de uno se
sentirá identificado con los personajes, pues creo que casi todos hemos experimentado esa
angustia y rutina que se vive en las grandes ciudades” (Carapia).
While Ulises seems more or less capable of keeping his illnesses under control with the
help of medication, his fears of being followed and watched exteriorize through the apparition of
his “other.” If gender calls for continuous (re)affirmation, the routine of Ulises’ life lacks
confrontation and the possibility of reasserting his hegemonic masculinity. Since Ulises does not
have an enemy, like the men in Las perlas de la virgen, he must invent one. Probably due to all
the advantages that he enjoys, his masculinity, although hegemonic, results too conforming. Like
a good member of his capitalist society, he confronts his fears with a simple purchase: “un nuevo
y refinado juego de cuchillos” (Chías, Telefonemas 71). He has no empathy whatsoever for the
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people in the anonymous group, but his good manners ask for patience and calm. After the
meeting, he casually meets Marla at a bridge where he contemplates (not for the first time)
committing suicide. Ulises would want to ask her out, but doing this knowing that she has taken
a large quantity of pills does not seem to him morally correct. Although superficially Ulises
embodies a hegemonic masculinity, his blind conformation to norms has made him a very
insecure man who feels limited by the same rules that guarantee his hegemony.
The “second Ulises” is very critical of this capitalist and materialist attitude. Before he
starts breaking things in his apartment and pouring wine on his beloved furniture, he warns him:
“Estás acumulando basura para sentirte bien y nada más consigues temer por estas porquerías”
(89). The first time that we see the process of how Ulises’ alter ego takes over his will is at the
anonymous meeting. The rage that he feels listening to people with problems (like his) is
projected by his imagination in that “other” that he claims to see in the back of the room. The
feelings that he perceives in that “tipo del fondo” (74) are no other’s but his own, and when he
finally reacts, it is not to this man’s approach as he claims, but to his own anger. This reaction
consists of insulting the people around him and starting a fight that, thanks to the moderator’s
intervention, does not go too far. The same inner voice199 that has provoked Ulises to respond
violently encourages him in the encounter with Marla to seduce her. After a humorous scene that
includes a gun and Ulises running around while carrying Marla, he gives up and his “other” takes
control of the situation for the second time: “Todos los escrúpulos que había tenido hasta
entonces fueron cediendo a la acción irreflexiva de Ulises en contra de Ulises, que se fue
callando para que las cosas y los deseos fluyeran mejor” (81). In Sartre, Self-formation and
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Although the italics in the printed version indicate “el desdoblamiento de los personajes” (68) as it is
explained in the Foreword of the play, only the characters’ reaction and the audience’s understanding can
tell whether this voice can only be heard by Ulises or also by the other characters.

205

Masculinity (2005), Jean-Pierre Boulé analyzes Sartre’s construction of his masculinity through
his written work. Boulé proves how “[d]espite appearing to embody traditional hegemonic
masculinities, Sartre is also a very good example of the internal tensions that betray a shifting
sense of masculine self, being forced to exclude and expel versions of himself that are not
accepted by the dominant order” (4). The same can be said about Ulises: his “other” self allows
him to liberate himself from the pressures of an order to which he fully conforms.200 At the bar
where he takes Marla, this liberation is expressed with them dancing while Ulises pours beer
over her, to later spend the night together at her apartment.
The way Palahniuk’s protagonist explains how Tyler “appeared” in his life can help us
understand Ulises:
I felt trapped.
I was too complete.
I was too perfect.
I wanted a way out my tiny life. (Palahniuk 173)
Ulises’ perfection refers here to his hegemonic masculinity, which makes him feel
trapped. Palahniuk’s novel is even more helpful in order to understand the philosophy of life
professed by Ulises’ alter ego. Like the imagined character in the play, Tyler Durden is also very
critical of consumerism: “Advertising has these people [young strong men and women] chasing
cars and clothes they don’t need. Generations have been working in jobs they hate, just so they
can buy what they don’t really need” (149). Tyler will repurpose these men’s energy201 with the
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The versions of himself that Sartre expels, according to Boulé, are his feminine side and his weakness
due to his illnesses. Quite different is to an extent Ulises’ case, since it seems that what he represses is his
violent nature, as I will show later.
201
Although in general terms Tyler speaks often about both men and women, like in the previous quote,
the latter are not really included in his plans. In fact, the Fight Clubs begin organizing when Marla goes to
the support groups that the protagonist has been attending to remedy his insomnia. The creation of these
clubs and later of his Project Mayhem allows him to inhabit a homosocial space without the influence of
Marla or any other woman.
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creation of Project Mayhem, which starts as seemingly no more than frat-boy pranks but end up
with a conspiracy of urban violence involving an indefinite number of male members. The target
of the violent acts commissioned by Project Mayhem is the system and culture that, in Tyler’s
opinion, has emasculated men like himself.202 Contemporary society does not give men the
opportunity to prove their manhood but keep them instead busy accumulating possessions and
participating in the commodification of values: “We don’t have a great war in our generation, or
a great depression, but we do, we have a great war of the spirit. We have a great revolution
against the culture. The great depression is our lives. We have a spiritual depression” (149). It is
not a coincidence that this echoes the “crisis” of masculinities discussed in our previous chapter.
In the “Afterword” to the 2006 edition of Fight Club, Palahniuk explains that with this novel he
was responding to a need that he felt as:
[…] the bookstores were full of books like The Joy Luck Club and The Divine Secrets of
the Ya-Ya Sisterhood and How to Make an American Quilt. These were all novels that
presented a social model for women to be together […] But here was no novel that
presented a new social model for men to share their lives. (214)
Like Tyler Durkin, Ulises’ doppelganger advocates for action: “La clave es mantener la
mente ocupada, las manos en acción, acción, acción, acción y cero frivolidades” (Chías,
Telefonemas 89). He also has a project, concretized in the form of a company called “ExistenCía, La línea ardiente, la voz de tu deseo” (79), as can be read in the business card that he gives
to Marla when they first meet. Later on, we find out that Ulises’ alter ego uses his office at night
to attend this clandestine business. His job consists of listening to calls by people who suffer
from “existential” problems (hence the name of the company), but are as well quite out of the
ordinary. After listening patiently to what they have to say, the director of “Existen-Cía” “les
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In particular, the collectivity of men to which Palahniuk’s novel (and later on David Fincher’s movie)
refers to is middle-class white-collar men. As we discussed already, Ulises belongs to the distinctive
group of business and managerial males.
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decía cosas nada amables, que soportaban estoicamente, contritos y estremecidos de culpa”
(114). His intention is not just to make them feel bad with themselves, but to actually encourage
them to change things. Some of his old clients become his employees, answering calls as well
after being instructed with a philosophy of action with which to inspire other callers:
Tienen que entender que así no van a conseguir nada. Son sustitutos de vida. La vida está
en el hacer, en la calle, en la acción, más en el error que en los aciertos, en lo incierto, en
lo que es y no en lo que debe ser, ¿me entienden? Convénzanlos de que deben mover sus
aparatosas nalgas y salir a cagarla por ahí, a tomar decisiones, a arriesgarse. Descubrir
que no pasa nada que no se busque, que no se provoque, adiós a la esperanza, hola a la
actividad, a los sentidos despiertos, a las preguntas, ¿es claro, muchachos, es claro? (115)
Seemingly, Tyler Durden tries to teach men their power as agents of history: “We, each
of us, can take control of the world” (Palahniuk 122). However, there is a very big difference
between Ulises and Durden’s projects, since the latter specifies the tasks that each participant of
Project Mayhem must carry out with full obedience. On the other hand, Ulises does not give
specific orders, but rather invites others to live their lives in full, without the fears that inhabit
Ulises’ life during the day. Like his diurnal-self, Ulises’ nocturnal doppelganger has more of a
“professional profile” than Tyler Durden, as he introduces himself with business cards and works
in a luxurious and professional office (despite not being really his).
Another relevant difference is that the teachings of Palahniuk’s novel address mainly a
masculine audience: the “we” of the previous quote does not only refer exclusively to privileged
men, but also takes for granted that the novel’s readers are only men, displaying a decisive
conservative patriarchal dimension seeking to restore what seems as a men’s fundamental violent
nature against the supposed neutralization that global consumerism imposes on their masculine
essence. In a key divergence from such implications, Ulises’ alter ego mainly addresses his own
problems, namely, those of a business masculinity that has lost track of how to live fully. Only
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through the creation of his clandestine company, other people who do not necessarily have a
similar job to Ulises’ or belong to the same social class are invited to participate in his project.
Women also call Ulises and among them is Marla, who wants someone to help her die. The
director of “Existen-cía” is willing to help her as long as her death is done in public (or so make
us believe). As Durden’s plan to blow a big and important financial building next to the city
museum, Ulises’ doppelganger looks to make his point, to prove his philosophy of life, through a
spectacle that will call people’s attention. However, Marla does not die: Ulises shoots but only to
scare her, making her faint. When she wakes up, she is at Ulises’ office where she learns about
his telephone “teachings.” In this complex gender dynamic, I argue that Ulises’ project is a
masculinity project, but one that does not exclude women or men’s feminine side. By the end of
the play, the “other” Ulises, now “Esteban,” has taken over: he lives in Ulises’ apartment, Marla
(now “Lorena”) lives with him, and he and his company “Existen-cía” have replaced Ulises and
his old position. More interestingly, Marla starts telling the same story of how someone calls in
every time she is about to fall asleep, saying “Hola, habla Marla Pound, “¿te acuerdas de mí?”
(Chías, Telefonemas 128-129). It is here that Chías’ work radically breaks with the conservative
views of Palahniuk: the play ends in a full circle that takes us back to the beginning, but this time
with Marla as protagonist. With this, Chías’ play invites the reader to imagine a similar analysis
of women’s femininities, caught in modern times like men’s gender conformations. If, as I hope
to have demonstrated, Telefonemas offers an insight into Ulises/Esteban’s masculinity, its ending
points at gender per se as its ultimate object for discussion. As discussed in the previous chapter,
men’s gender configuration cannot be fully understood without considering as well its female
“other.”
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While Chías has not written a continuation of the feminine retelling of the story, an
important fact cannot be overlooked: a phone call is what disrupts the characters’ lives. The
phone, an element equally crucial for Telefonemas del otro lado, is meant to represent
contemporary social technologies. Even if a house phone line seems almost as a prehistoric
artifact compared to the more personalized and multitasking phones, tablets, and laptops, the
impact that it had for people and human communication was groundbreaking. Phones do not
only replace face-to-face conversations, but they also convey a different way of identification.
When someone answers the phone, it is expected that he or she will identify him or herself. New
technologies interfere in the way we identify ourselves, a crucial aspect to consider in the study
of gender construction and representation.
Finally, as in the other three plays, we need to notice Chías’ treatment of violence in
Telefonemas. Compared to Fight Club, violence does not play an important role, as no fighting
or terrorist plans are conceived. However, violence is not inexistent in the play. It has rather a
latent presence in the world of Ulises and Marla. It opens the play, describing a beginning
characterized by chaos and confusion: “Primero fueron los gatos incendiados afuera de las
iglesias, los gritos de terror y las maldiciones de la gente entre oraciones truncas” (69, original
cursive). Images of wrath and aggression distinguish the characters’ attempt to find the most
accurate way to start their story: “Primero fueron las noches en blanco, la madrugada a cuestas
y los ocasionales encuentros con niños pobres, mendigos o borrachos que hicieron de costal
para mi rabia; luego las cicatrices en las manos y la sangre que amarilleaba en la camisa” (70,
original cursive). This inner anger can be felt in the diurnal Ulises as a force that he strives to
repress. He seems to hate everybody and gets easily irritated, wanting to fight anyone around
him even if he is actually scared of doing so. For the nocturnal Ulises, violence is simply
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something available to which he has no problem to resort to, especially if it benefits him, as
when he volunteers to kill Marla. As for Marla, she owns a gun that she points at Ulises in two
occasions, but that she wants to use to take her own life. More importantly, violence and
aggression have been internalized by Ulises. As his attempt to repress his wrath, he has created
an alter ego that embodies the violence that is not apt for his civilized world. While Telefonemas
appears less violent when compared to the previous plays, the way in which Ulises ends up
“loosing himself” make us reconsider. For Chías’ generation, violence does not have that
stunning quality that makes one questions humanity itself. He reveals instead the dangers of a
violence that has become part of our inner self and how this can lead us to our own destruction.
The two Uliseses fight for imposing their version of masculinity to control his life.
Similarly to Polo and Ross, one of the two has to chingar the other in order to avoid being
chingado. However, the nocturnal Ulises does not appear simply to chingar his own self, but in
response to the dissatisfaction felt by the diurnal Ulises. More than a fight for supremacy, Ulises’
alter-ego emerges with a plan for an alternative masculinity: one that despite its negative
qualities makes of Ulises a happier man, one who can worry less and enjoy his life more. None
of the plays here analyzed offer an alternative masculinity to which Mexican men should aspire
to instead of functioning within the traditional parameters that, on the other hand, are proven
insufficient in all plays. None of the authors here studied can be considered an idealist optimist.
Nevertheless, both generations of dramatists depict men’s need for a different project and how a
new configuration is possible by the performatic core of gender. In this sense, these playwrights
cannot be said to fall into pessimism nor despair either.
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Conclusion
The analysis of the plays in the present study proves that there is not one Mexican
masculinity represented in the national theatre tables. Men’s gender performance must be studied
in the plural, like it was illustrated with the variety of masculinities presented in the last three
chapters. Hegemonic masculinities like those of the sportsman Máscara, the soccer player, and
René were distinguished from non-hegemonic masculinities. Although not a professional sports
player, Román also performs a hegemonic masculinity thanks to his physical figure (and the way
that he treated others). Nonetheless, he relegates himself to a subordinate position when his
friend René is around. Ulises manages to embody a hegemonic masculinity through his physical
appearance despite not having an athletic body. Dressing well and with distinguishing brands
signals a socio-economic position that inspires respect without the idolizing scale of sports stars.
Whereas Ulises probably comes from a family that at least could afford his studies, the rest of
hegemonic masculinities have humble origins and it is sports that give them the opportunity that
only very few have. Román is not rich, but has a modest business; moving to a proletarian
colonia within the capital gave him the chance to improve his life. Socio-economic factors
condition all the non-hegemonic masculinities. Leo, Iván, Edi, Rudy, Polo, and Ross are not
economically prosperous. However, not all subordinate masculinities come from a poor
environment. Although he probably lives like Román in a working-class neighborhood, Iván’s
parents must have had the money to afford artificial insemination. Leo comes from a middleclass family and his father was able to support all his needs. At the moment of the action, though,
he is not in good terms with his father and his girlfriend is the one financially supporting their
plans to start a new life together. Finally, Edi, Rudy, Polo, and Ross make money from time to
time but without participating in the national economy. Their marginality keeps them out of the
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system even (or precisely) when they succeed in their illegal businesses. They are marginal
masculinities mainly because of their geographic location: the border with the US. Whereas
Román still had a chance in a poor neighborhood within Mexico City, the border men end up, in
best-case scenario, arrested by the authorities, as it probably happens to Rudy, or —in
paradoxically not so lucky cases— at the mercy of trafficking gangs, as it happens to Polo and
Ross.
As I have discussed in this investigation, Octavio Paz’s chingón/chingado binary does
not adequately reflect Mexican masculinities and their relations to others. Women are not
included in the equation, even though, like Chapter Three shows, men’s actions are always
determined by their responses to the women in their lives. The presumed equivalent to the
chingón, the hegemonic masculinity, does not look to impose his power to prevent his position
from being taken by his “other.” Instead, he looks for communication with his female “other,” as
in the case of Morales Muñoz’s soccer player, or he fights for just reforms, like Rascón Banda’s
wrestling star. Román does not protect his hegemonic position from his best friend; he is willing
to give it all for René and does not feel threatened by the latter’s hegemonic status. Those men
who do not embody a hegemonic position do not confront others in order to “earn” it. Edi and
Rudy need their friendship, but not because one can feel better for the other less fortunate
situation. Enemies certainly seek to chingar their “other,” but this happens also in more complex
contexts: in the case of González Dávila’s characters it is a matter of survival and a clear
understanding of how “winning” will not translate into being “winners;” in the imaginary enmity
of the play by Edgar Chías, the fight is for imposing a masculinity less tied to a consumerist
society, not just for the sake of having the power. Men are aware of power relations and their
closeness or distance from it; they certainly would have or keep power, but beyond what they
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think or reveal about this power, it is clear that they know how just imposing themselves over
others does not guarantee gender hegemony.
I do not intend to simply replace the binary chingón/chingado by that of hegemony/nonhegemonic. Connell and Messerschmidt acknowledge in their article “Hegemonic Masculinity:
Rethinking the Concept” that their earlier formulations need, on the one hand, revision and
clarification, and, on the other hand, rejection of some features and reformulation of others.
Among the features to be retained, highly relevant for this study have proved to be the terms’
plurality and historicity (846),203 something not contained in Paz’s formulation. With these two
features we aim at not adhering to essentialist concepts or strict categories, as hegemonic and
non-hegemonic masculinities are always in contact and changing both in specific social settings
and throughout history. We have insisted above in the importance of keeping a plural idea of
masculinities in the analysis of the characters considered. As for the national history of
hegemonic and non-hegemonic parameters, we discussed in Chapter One how those in power
promoted and discredited traits in men that would either serve or disrupt the modernization of the
country in a pre-formative period of the national culture. The idea of a hegemonic masculinity
that serves its country has reappeared throughout the analysis of the chosen plays. The wrestler
Apolo was asked to reconsider his antagonism with their union because of what this organization
had historically meant for workers as himself. Having truly democratic elections in the union
would complicate the strong hold that the government has over it and, consequently, Apolo —as
promoter of the reform— is portrayed by the union leader’s, El Chino Rojas, as a threat to the
country’s political achievements. The soccer player of Hítler en el corazón is praised by the
203

The revision is for the concept “hegemonic,” and not for “non-hegemonic,” but I treat them as an
inseparable pair in order to have always present the importance of men’s relations to their “others” in the
construction of their masculinities.

214

sportscasters as they recount his humble origins. Being a mestizo, the sport star’s hegemonic
performance in the field resolves Mexico’s indigenous heritage and the nuisance that this has
always presented in a country seeking to modernize itself. He is also described as an immigrant,
and in this case, his successful gender performance serves those in power to embrace the strong
immigration coming to Mexico probably from some southern country, either to stay permanently
in this country or temporarily, looking to migrate again to the northern neighbor. This is a result
of a globalized world with a constant human movement due to different reasons. Also somehow
more of a globalized hegemonic prototype is presented by Ulises, who fills his life with goods
and the economic status to afford them in order to respond to his society’s need for men like
himself. In all these cases it is essential to keep in mind the previous historical review so that
these hegemonic parameters can be seen in their actual light: that is to say, as promoted as
something important for the country, but in fact benefitting those in power, reinforcing their
social predominance.
Precisely one of the innovations in the present study, when compared to other
masculinities analysis, is the attention paid to hegemonic masculinities instead of just to
subordinate or alternative gender performances by men. Those hegemonic parameters are
displayed most times from a critical point of view, even if the authors’ attitudes towards their
characters vary. Rascón Banda presents Apolo as a tragic hero who tried his best to improve
work conditions for wrestlers in general. The idolization that would follow the mysterious
disappearance of his corpse shows the dramatist’s admiration for his character. On the contrary,
Rascón Banda punishes Román’s despotic demeanor with the fatidic end of the play. However,
and despite how unlikeable Román’s characterization is, a certain level of sympathy from the
audience is expected when it becomes clear that the butcher did not mean to kill his employee.
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The dramatist is on his character’s side, as Román proves —even if with a criminal act— what
he has been telling his friend all day long: that he would do anything for him. René’s reputation
is saved and Rascón Banda consecrates Román’s loyalty while presenting the negative
consequences of a clandestine homosexual relation. Like Rascón Banda, González Dávila
presents his desposeídos as victims of circumstance, but without embellishing their personalities
and behavior. Leo is psychologically unstable because of the way that his father has treated him
and others, especially young people. He has lived through difficult times for any young man like
himself. Polo and Ross are victims of the geographic territory where they happen to live.
However, the dramatist chooses to portray as well, and not in an apologetic way, the active role
of these men in their lives. The aspects circumscribing the younger generation’s characters
belong to more recent times, particularly affected by globalization. A capitalist world ridden by
consumerism and the disproportionate power of the media was described in relation to Ulises and
the soccer player. Morales Muñoz approaches his dead soccer star with certain melancholy,
showing sympathy for a masculinity that is only displayed through the eyes of others. Edgar
Chías’ businessman is not a likable character and the way in which he ends up “losing himself”
seems a warning against men’s excessive conformation to the ruling hegemonic parameters. Edi
and Rudy are the desposeídos of LEGOM’s contemporary Mexico, those not accounted for in the
wake of globalization. Without a sense of decorum, LEGOM does not leave any topic untouched
regardless of its crudity. Edi and Rudy’s businesses consist of the practical application of some
aspect of the system to which they want to belong to; an aspect that they did not understand
before, but that now has been revealed to them. The lack of scruples of these characters is a
reflection of their society. Still, or precisely because of that, LEGOM does not reward his
characters’ efforts, but rather sends them back where they were before or even to a more
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precarious state. Finally, Iván’s murderous resolution is presented as a response to both the
advances of globalization and the marginal position in which he is placed. In spite of the
psychological insight provided by the structure of the play, Alejandro Román’s character is at an
insurmountable distance because of the cruelty of his actions.
In addition to the importance placed in the national socio-economic factors surrounding
their characters, the authors from both generations coincide in the portrayal of their attempts to
fight those circumstances. Often, that struggle comes also with a challenge to the masculinity
parameters determining each character. Apolo intends to rennovate the union and also to help his
teammates take better care of their bodies. Except for the final fight, Apolo does not test his body
to the limit like a traditional hegemonic masculinity would do. Instead, he eats healthy and does
not drink alcohol. He does not even have sex with his girlfriend; he does not need to impose
himself sexually in the “other” in order to reassert his masculinity. The soccer player and Iván
tried in their own ways to connect with their female companions in a deep level. Román’s deep
connection with his best friend leads him to offer all he has, including his hegemonic status.
Against his globalized world, the Ulises from Telefonemas creates a second personality that
rejects commodities. In El jardín de las delicias Leo tries to leave behind his father and start a
new life. Only one man should survive out of Polo and Ross’ encounter, but González Dávila’s
style in this play allows them to meet again and again. Instead of pursuing their divergent paths,
these men embrace their enmity as the element giving sense to their lives and thus they continue
walking through the dessert together. Finally, Edi and Rudy have tried everything in order to
improve their socio-economic situation. Rudy goes as far as to pretend to be homosexual in a TV
show, even though his heterosexuality is a crucial aspect for the performance of his masculinity.
Despite all the problematic situations involving Edi and Rudy, they recognize themselves as part
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of what makes their country be the way it is, even if they are not at the bottom, but worse, under
the social pyramid of their civilization. None of these masculinities succeed in their strife to
perform a different masculinity or to fight against the hegemonic parameters. However, like Edi
and Rudy with their crazy plans, these men prove that they need to keep trying. It is not possible
to stop performing his/her gender, and like Butler asserts “in its [gender’s] very character as
performative resides the possibility of contesting its reified status” (“Performative Acts” 271).
The endings of the plays do not support the protagonists’ attempts to change, but the basis for
what a new masculinity could be like are clear: a man who does not impose his power through
sexual subjugation, who can connect emotionally with others, who is not homophobic nor
misogynist, and who acknowledges his need for others. Moreover, this new masculinity will
acknowledge women’s role in its own constitution, not only as a contrasting point, but also, like
the end of Telefonemas points at, as a participative subject.
There are also differences between both generations, as it has been noted throughout the
present study. In general, there is certain solemnity in the older generation that becomes sarcasm
or a mixed twist in the younger writers. Violence and death have more of a fatal effect in Rascón
Banda and González Dávila’s plays and they appear mostly at the end, inviting the audience to
reflection. Las perlas de la virgen differs by having violence at the core of its dramatic structure,
more in line with the younger writers’ organic adoption of it in their plays. This could be
explained in part because it is a later play in González Dávila’s work or because of its location.
For the Sixth Generation, criminal and violent acts are integral elements of the characters’
immediate reality. New technologies and globalization make daily crimes and accidents
something readily available and reoccurring in a way that their impact is considerably lessened.
If a violent event is chosen to close a play from the younger generation, it is an extremely
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terrifying one —like Diana’s death— or of a scabrous nature that makes it difficult to confront
—like Rudy cutting off his dog’s skin—. A a more significant example presents the ending of
Telefonemas, as the violence occurs against Ulises’ inner self and is represented only
symbolically, through the shortening of his height. On the contrary, El jardín de las delicias and
La daga end with the brutal murder of innocent victims, Luisa and El Mudo. The way in which
alternative sexualities are treated by the two generations is another major difference, even if in
the plays chosen most men are heterosexual. In La daga, the need to keep René and Román’s
sexual relationship a secret leads the butcher to kill El Mudo. Rascón Banda disagreed with the
director’s decision to make an erotic scene instead of the text’s subtlety.204 Iván, on the other
hand, although also bisexual and not open about it, does not kill in order to protect his
heteronormative status. In addition to his psychological imbalance, it is hinted that he was
jealous of his partner’s relationship with another man. While more plays are needed to
substantiate this claim, there seems to be a tendency in the Sixth Generation to portray
assassins.205
As a future line of research, I would like to extend the type of gender analysis developed
here to other plays by the chosen writers. Given González Dávila and Rascón Banda’s prolific
careers as dramatists, two plays are not representative enough of their work. Even more so can be
said about the younger writers, as only one play was used in each case. While scholarly work
may not be able to approach the entirety of the playwrights’ growing production, in most cases
204

There are homosexual men in González Dávila’s plays as well. For instance, the René from Pastel de
Zarzamora and Ámsterdam Boulevard. In both plays, the character’s confrontation toward his sexual
orientation is what moves the plot.
205
Like it was mentioned in Chapter Three, many of Alejandro Román’s characters are assassins (and
drug-traffickers). The main male character in Edgar Chías’ De Insomnio y medianoche (2008) is also an
assassin. From authors not analyzed in this study, but who belong to the generation, Mario Cantú
Toscano’s Memorama (2011) and Hugo Abraham Wirth Nava’s La fe de los cerdos (2003) also have
murderers as characters. Both authors will be further mentioned.
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there is already sufficient material to discern their dramatic evolution. At the same time,
including other writers from the two generations would significantly enrich the findings of the
present study. For example, Mario Cantú Toscano (1973)206 has productive characters from the
point of view of masculinities and his work would contribute to our attempt to include regional
theatre, in this case from the northern city of Monterrey. On the other hand, this generation may
no longer be representative of what can be considered “young” theatre in Mexico, and therefore
younger writers such as Hugo Abraham Wirth Nava (1981) should be included.207 From the
Nueva Dramaturgia, several important writers would need to be added, including Vicente Leñero
as both member and teacher of most members of the generation.208
Moreover, although the intention of this study was to explore masculinities
representations in the work of male dramatists, a more complete picture would include the
female members of their generational groups. For instance, Sabina Berman’s plays have been
studied from a feminist point of view, but without considering her male characters’ masculinities
as exposed by gender theory.209 From the Sixth Generation, Barbara Colio (1969) would be a
productive starting point and an initial contact to Mexico’s northwest theatre, as she comes from
Mexicali, Baja California.210 In a similar way to how men construct their masculinities in
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I am specifically referring to the male characters in Cantú Toscano’s plays El hombre sin adjetivos
(2008) and Memorama (2011).
207
The protagonist of La fe de los cerdos embodies a non-hegemonic masculinity and creates an alter-ego
with a transsexual appearance.
208
La mudanza (1976) offers a good start as it is Leñero’s first original play (as opposed to previous
adaptations and plays in the style of documentations). This play portrays a middle class couple where the
male protagonist’s conformation of his masculinity can be studied, following my analysis in Chapter
Three, as opposed to his female “others.”
209
The plays included in El suplicio del placer (1978) lend themselves to the study of the masculinities
presented, particularly “El bigote,” in which a series of traits traditionally corresponding to a hegemonic
masculinity are materialized in a fake moustache.
210
For instance, the characters in Cuerdas (2010) are all male and it would be interesting to examine how
they construct their masculinities in contrast with the (until now) absent father. The play starts with three
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contrast to their female “other,” the characters created by female writers also respond to the
changes affecting gender. Finally, women’s presence in contemporary Mexican drama needs to
be studied not just as a point of contrast for the conformation of masculinities, but also as
embracing male gender traits themselves. This is what Judith Halberstam terms “female
masculinity.”211 If masculinity is simply a performance, there is no reason to presuppose that
only men can act it out. For instance, the female character in Sabina Berman’s “El bigote”
performs a form of masculinity when she puts on the fake moustache that gives its name to the
play.
A thematic aspect that I would like to develop further is the homosocial spaces greatly
influencing men’s masculinities. The world of sports occupied Chapter Two and it did not only
consist of the sportsmen themselves, but also of the organizations around them —like the
wrestlers union in Máscara vs. Cabellera— and the media covering their games —like the
announcers from Hítler en el corazón—. Fans also play an important role within the world of
sports, as Doña Paz and the extreme fan exemplify. In addition to adding more plays related to
sports,212 other homosocial spaces need to be further studied as the setting for contemporary
Mexican drama. War is obviously a traditional homosocial space, but there are others such as
prison, high business positions, or fishing boats. In these spaces where men are in isolated
constant contact with other men, the hegemonic parameters for them to follow are negotiated and

brothers travelling together to see their father, of whom they have not heard anything in twenty years and
now wants them present in his last act walking a tightrope.
211
See her book Female Masculinity.
212
For instance, Vicente Leñero’s six short pieces in Los perdedores (1996) are all related to sports. Also,
although Juan Villoro (1956) is better known for his narrative, one of the characters from Muerte parcial
(2008) is a soccer commentator and homosexual.
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(re)affirmed. Particularly important is, consequently, to study these sites and to consider as well
their historical contexts in conjunction with their evolution throughout time.213
To conclude, I would like to emphasize one last time the importance of considering the
theatrical representations of men’s masculinities both for the social sciences and for the study of
Mexican literature. As it was noted in the Introduction, the men studied here do not present a
different masculinity that embraces gender equality. However, the many failed attempts carried
out by the characters and the characteristics of what could be a new hegemonic masculinity
cannot be underestimated. The performatic quality of gender gives room for change and
globalization, despite all its negative dimensions, calls for a contingent multiplicity. The
possibility of observing a plurality of masculinities with equal status could in a future resist the
hierarchical system still dominating masculinities performances. Theatre, as I have argued from
the beginning, offers an ideal site for the analysis of gender as actors act out different
masculinities. In addition to that, for an actual performance to take place, several and continuous
negotiations must occur between the writer and the director, the director and the actors, etc.,
representing yet in another level the dynamics of gender. Finally, as it has been examined in
these pages, the authors studied here are particularly open to negotiation and experimentation,
and these are imperative elements when thinking of a reformulation of gender parameters.
During his long and celebrated career, Rascón Banda supported the directors’ own vision even
when it contradicted his own. He collaborated with them, writing scenes as they were needed.214

213

In the case of sports, I am considering particularly how in the last decades more sportsmen have
publicly recognized their homosexuality, clearly proving a relevant change in the traditional masculinities
parameters. Mediatic scandals such as Lance Armstrong admitting doping or the FIFA’s endemic
corruption influence the fans’ view of their idols and lead to specific responses by those same idols.
214
Probably the best example here is Rascón Banda’s collaboration with the German director Johan
Kresnick in the creation of La Malinche. See in particular “Bitácora de La Malinche: Diario de Víctor
Hugo Rascón Banda sobre la puesta en eescena de Johan Kresnick,” introducing the play (149-283).
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González Dávila proved with Las perlas de la virgen his willingness to experiment with dance.
This key attribute in the playwrights is perhaps even more apparent in the younger generation, as
quite often their plays are first approached with a dramatized reading, bestowing upon the
audience the responsibility to imagine what is not visually presented. Besides, the narraturgia to
which Telefonemas and Edi & Rudy ascribe allows for a significant freedom for the director and
the actors’ interpretations. Since it is not completely established who says what, an actor
embodying a particular masculinity could take on another actor’s gender embodiment or even on
a woman’s role and vice-versa. This fluidity is the most positive outcome that can be expected in
the future of gender performances. That is, if actors can choose to modify what supposedly
constitutes the limits of gender identities in a given society, then theatre may have just proved
that modern man, rephrasing the famous Marxist dictum, is beyond interpreting his masculinity
and has found the will to change it.
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